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The reader is presumed to have some knowledge of the basic 
effects and techniques of mentalism: the material in this 
Collection is not intended for the beginner in this field: 

LANGUAGE NOTE: Ihave attempted to kesp the following 
text as rc of sexist language as possible. However, given the 
structure of English, as a matter of convenience ia writing 1 
SI sometimes employ the masculine personal pronouns. 1t 
is just that, a matter of convenience, and no more; certainly 
the women I have encountered in the field of mentalism are 
at least as competent as the men, and in many cascs much 
more than that 

CREDIT NOTE: I have tried to be as scrupulous and accurate 
as possible in assigning credit for source materiala. Errors will 
reap in, however, and T would appreciate any farther informa 
"lon ir correctior readers may car t offer 

TITLE NOTE: created the Maso, MrT Macick ile in 1973 
dora fulbevening show; Ihave continued to use the title on 
Various publicity pieces. This title was inspired equally by a 
Jase Campbell television series called ask, Myth And Dream 
and an occult book series tiled Max, Mri AND Macte. 1 later 
learned that David Berglas had used Man, Myth And Magic as 
the title for a show he performed in Britain in the 1970s. In the 
1980s my friend Jef McBride independently created the Mask, 
Muth And Bape tile for his performances, as, denied with 
thistle he has achieved considerable prominence, asked hi. 
whether he thought my continued sse cf my ele would exise 
аһу confusion or bother Jeffassured me thatit was not a prob- 
lem: Come to think of it, T guess there is't that much chance 
of one of us being mistaken for the other. 

MANUFACTURING RIGHTS: Readers re, of course, free to 
make up Кот Пота this book for thoir private use. Dealers, 
however, should note that commercial manufacturing an 
selling rights are strictly reserved; those Interested in salû 
manufacture and sales may conlact me through Hermetic 

iss. Please note that 1 will consider infringement of these 
rights a very serious matter 
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INTRODUCTION 


EIGHTEEN oF THE twenty-one books in this anthology have their own. 
Introductions, so 1 don't feel t's quite fair to inflict yat another one on yon. 

A fex words, however, of description and explanation: 

These books represent neatly all of my published work between 1879 and 
1987. As some of you will know, most of it was originally published as saddle- 
sapie orplasticbound softcover works of fairly elementary production value, 
And with ilustzations which~excepe for Pil Goldstein's in NEW THOUGHTS 
OR OLD- tcok the most charitable interpretation of hae term. 

1 ап therefore pleased to sea my wark in this more permanent form, 
courtesy of Stephen Minch’s Hermetic Press—and with dlustrations by 
Kelly Lyles. 

Ifyou have zead some ofthis material in its earlier Incarnation, a careful 
se-reading is advised; all of t has been edited and in many cases expanded to 
‘make the descriptions as clear as possible, and also ta provide additional 
maceria and information. 

The books appear here as sections, for the most part in the order in which 
mey were published; you will note, if you read in sequence, the evolution of 
werious effects over tho years, In no case do I pretend to have achieved 
şerfection—partly because even I don't have an ego that large, and partly 
cause perfection in any performance art can only be achieved (or even 
attempted) in performance. 

‘As mentioned in the preceding Credit Note, T have tried to be as scrupu- 
sossas possible regarding proper rediting, and haven a numberof Instances. 
oris credit histories of various effects herein to reflect new information. 
ing this I have generally tried i» ascertain the original inventor of a 
principle ar other aspect, and have not listed later variations by others unless 
‘Goose effects directly inspired the item under discussion. 

Tar happy to note that many teras herein have inspired other creators to 
come up with their own versions and varlations--bt not so happy to not: 
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MIND, MYTH & MAGICK 
hat in some cases their source of inspiration was not mentioned, At the 
beginning of sach section its original publication date is indicated, which may 
prove useful to those wishing to detarmine the genesis ofa particular effect. 
‘What I hava tried to do here is simply to provide some blueprints for 
‘mystery; i's up to you to build the structure of entertainment. 
1 hope you like what follows, 
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NEW THOUGHTS 
FOR OLD 


[1979] 


INTHE FOLLOWING pages you will find effects and routines for many different 
kinds of situations, Irom close-up to platform, from mystical to parapsy- 
chological. 

‘There is one thing, however, that you will not find Ihave carefully avoided 
giving any more than the most general indications as ta presentation. 

This is not through inability or cussadness, but asa result of my strong belief 
that the one thing that must bo unique to a performer is his or her presenta- 
lan tthe only thing you have to separate yourself from the rest of hc crow 
to become a unique entity, 

In saying this 1 am. I realize, going against tke popular view of ings, wich 
is that methods anû procedures don't matter and presentation is everything. 

Wellin the first place, there area Jot of methodsand procedures that could 
stand improving; as Annemann said ever Hily years ago, “Audiences are far 
from being as dumb as some performers seem to hk." 

Tn the second place, ifa number of performers get thei presentation fom 
book or magazine, they all ond up sounding the same. Worse, as soon as a 
spectator recognizes the patter line as something heard before, the performer 
is immediately demoted fror the status ofa special and unique individual to 
1.. ons ofthose people wha do that staf? “Tn magic this would be bad enough 
‘but in mentalism ir is Absolutely fatal; it has to occur but once in an act to 
make it impossible to create any kind of dramatic reality. 

Within magic there was, recently, a prime example of this kind of thing 
the Anderson Newspaper Tear popularized by Doug Henning, So damned 
many performere loat their audiences (or at least amused them —unintention- 
ally) by going int the same Msion and reality" patter that the audience had 
heard before—it vas enough to make some ûf us break out in a rash, It took a 
Jack Goldfinger to bring a fresh approach to this trick and turn it into an 
absolute showstopper. 

But suppose you aren'ta Juck Goldfinger—ox to ake an example from within 
‘mentalism, a Max Maven? Maybe you jast don't have (he particular creative 
tum of mind ittakes to pal the drapery of llusion on the framework of artifice 
and gimmickry; what then? 





Mino, MYrH & MAGICK 

You have twa avenues apen to you. 

The first is to look through the older books and magazines, Eventually you'll 
discover an approach that no one else is using now, something that perhaps 
hasn't been geen in forty years and would play as rand new, Taka it, adaptit, 
make it your own. 

“The second way is thatused by most professiona] performersin other fields 
ofshow business, e., iFyou can't come up with your own material you find 
someone who can create it for you--and ye pay him or her to do il 

Mystery, you seo, i supposed to be zare and special; that’s part of what 
makes it mysterious, For Yon to be special as a mystery performer you must 
‘be—or appear to bo—unique. You must do yourbest to make them think they 
Бате never seen anything like you before, and accomplishing that is worth 
whatever effort it takes 

‘You won'talwayssucoted, Df course; nobody can, Ifyou keep trying though, 
you'll move closer to that enchanted boundary —and you feel better about 
Your work both as artist and professional performer. 

‘And if you don? try, you'a wasting your audience's time—ané your own, 
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BOX OFFICE 


ın his prediction effect the spectator does all the work; in fact 
(while 1 don't recommend i0, the mentalist could be out ofthe 
room the entire time! 
EFFECT 


‘After a brief introduction in which you discuss che mystical 
powers of various amulets, you call the audience's attention 
ira stan chest win sce On the table before you. Tne HA 5 
lifted back to reveal a tray on which are several amulets of 
various designs and colors. 





“A spectators asked'o assist (inthis specific presentation a lady 
‘would be preferable) and chooses onc of the amulets by 
тешоушд it from the tay 


MIND, MvrH & Macicx 

“Thera is something else for you, you say; you ift the way from the chest and 

aste the Tady to remove what she finds resting on the foor of the chest proper. 

What she finds is a folded slip of paper on being opened it proves to be a 

prophecy which you have her read aloud: In your future there lies a journey 

you have, therefore taken te amulet which protects travelers dhe green scarab” 
METHOD 


For this you will need a small ornate chest or jewel box having a tray which 
Tifis out; this tray should be roomy enough for several amulets and canbe of 
the kind separated into compartments. The only other requirement is that 
tho floor ofthe tray bo as in as possible and not made of metal 

‘The amulets can be made in a number of ways; the easiest, perhaps, i to 
shape them out of plastic wood, Tey should be distinctly different in appear- 
‘anea-—an occult sourcabook can be helpful here—and of different colors. 

‘Embedded in each amulet 1s 2 sirong magnet. This magnet should be s0 
positioned in the amulet that it wil be close to the floor of the tray when the 
amulet is placed there. 

A prediction is written along the lines suggested above for each of the 
amulets; since you are creating the amulets you kave every right to decide 
‘what they mean, 

"The folded slips of paper are secured with paper clips, 

ach amulet is placed in the tray 
and the appropriate slip placed 
under the iray, where its paper clip 
ig held by the attraction of the 
magnet in the amulet. The tray ia 
placed in the chest and all is realy. 

Your performance follows along 
the lines suggested undor Dfect; as 
should now bo clear, when the 
spectator removes the amulet the 
appropriate prediction is released 
Жош beneath the tray and falls to 
the floor of the chest. 

Care should, of course, be taken that the spectator dors not glimpse the 
underside of the tray. Also: make sure the spectator decides on an amulet first 
and hen removes it from the tray, sinoe—while you could probably cover it 
‘with sultable patter—it better to avoid the problem of wo prophecies being 
fund in the chest, 





NOTES 


"The objects in the upper tay can be of just about any kind, as long as they 
can be fitted with the magnets. Chess pieces, wooden blocks, figurines thie 


NEW THOUGHTS FOR OLD 
possibilities are as limitless as your imagination. (Chess pieces may not, in 
fact, be a good idea—some traval chess sets use magnetic piecas, and a spec- 
tator may he aware of that; use your own judgment ) 

Do not choose a spectator who is wearing metallic bracelets or other jewelry; 
swinging chain, for example, mightbe airacted to the magnet in the analet. 
Also, before the spectator makes her selection, indicate a spot on the table in 
front of the chest where she is to place it, and so instruct her. This way, she 
will take the amulet from the chest and place it directly down, and the chances 
f accidental discovery of the magnet are materially reduced. 

It might be that you wish to do a further effect using the objects in the tray; 
Sf his fs the case a slight additional preparation is made. 

Cuta piece of very thin card or construction paper to a size matching the 
interior surface ofthe tray. Be certain that it will clear the ledges which support 
the tray and will therafore dtop cleanly to the bottom of the chest. The upper 
surface of this flap should match that of the interior bottom of the chest. 

Whon tha tray ia prapared for performanca chis lap is firs placed up against 
the bottom of the tray and the predictions are put in position underneath it. 
‘Tho attraction of cha magnets to the papar clipped predictions wi hold the 
paper fap in place 

کک el cad BAe Sea de‏ ی کک 
the release ofits predicion, will not affect the flap. When the rest ofthe amulets‏ 
are removed for whatever sibsequent effect yox ave planned, the predic-‏ 
tion billets will drop a the aor of the chest and the paper flap, with nothing‏ 
to hold t, wil drop to cover them,‏ 

At the conclusion of the effect the tray can be removed to gather up the am 
Jets ifany curious spectator should glance into Une chest t will appear empty. 

‘This additional preparation suggests a presentation in which a prediction. 
is made and dropped iato the chest proper and the drawer (with the lap held 
under the billets beneath the tray) then set in place; the flap drops, covering 
the original prediction, and the effect proceeds as usual 

Another approach, for the mechanically minded, would havea springJoaded 
Nap hinged at one side of the bottom of the tray; a fillet of wood in the bottom 
of the box would hold this lap open until the drawer was lifted. When the 
edge of the flap cleared the wood strip, it would swing up into position and 
‘conceal the remaining billets. 

T dort feel that this necessarily adds anything to the presentation as given; 
in certain circumstances however it might find an application, 

Many import stores sell small decorative chests with an upper tray anda 
lower drawer. Using one ofthese, the spectator is invited lo open the drawer. 
after making her selection. These chests will usually require some slight. 
alteration (removing an interior separation between the tray and drawer), but 
since this doesn'thave to bea neal job—ae tie never veen—itea fairy simple 
bit of carpentry. 
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CREDITS 
‘Tho concept of having the spectators action in removing an object from a 
display trigger tha operation of some mechanism or process iê not a new one; 
Schasbeen used most notibly in Fd Mellon's Quantimental stand. Under the 
itle WhosGarWer Erie Lewis described some similar tems ofapparatus in his 
CROWNING MIRACLES. 

To the bestof my knowledge, howevor, using dhe spectator's action in this 
way to complete the effect itself is an original concept. 


Page 202, 


TRYPTRYH 


ae The three object divination has exerted a peculiar fascination 
‘on menialisis, and many havs been the methods employed 
to bring about the effect, ranging from the old Apple, Orange 
And Banana mathematical feat to electronic devices such as 
the chess-piece divination marketed by Harry Stanley some 
years ago. 

“The routine to be described is interesting in that it uses 
nothing, from the audience’s point of view, but the threc objects 
themseives. 

EFFECT 

For purposes of description wo will imagine you ta ba seated 
ata dinner table. You have arranged three objects in the shape 
ofa triangle: a salt shaker, a pepper shaker and a (capped) sauce 
bottle. Fatering briefly about the mystics! propertes of the 
tangle, you turn your back and instruct the spectator seated 
across from you to remove two ofthe objects, placing them in 
left and right jacket pockets, The third object is held by the 
spectator under the table. 

‘When this has boon done you turn around; altor a moment 
of concentration voile you consu a small crystal or stare into 
your waterglase, you name the locations of all three objects. 
‘There is no hedging or pumping of any kind 

METHOD 
‘This very staigheforward effctis achieved by meansofa rather 
peculiar gimmick and abit of advance preparation. 

“Tho gimmick can he constructed for a total investment of 
around fifty cents and about fiteen minutes’ work; once you 
‘understand the principle involved you can make it with what 
ever suitable materials you have on hand. 
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“The gimmick consists of a triangular plece of plastic, about the size and 
shape of a guitar pick (mine, in fact, was a guitar pick); holes have been 
Punched or drilled at sach comer and a tıree-inch length of elastic thread 
tied to each hole. The other a 
end of each piece of elastic 
ends in a'tab' made by folding 
a piece of doth tape over on 
itself with а few turns of the 
elastic trapped between the 
sticky surfaces 

Taving made the gimmick, 
find three reasonably heavy 
objects and place them on a 
table in a triangular arrange 
meni; pot one of the tabs of 
the gimmick under each 
abject, 

1f the throe objects are 
placed far enough apart to put 
you will note that removal oF 
two af the object wil cause. 
the plastic triangle to move 
from its central position ta 
one ofsix ending positions— 
and that final postion tels you 
Dhe order in which the objects 
were removed! 

There ıs no need to meme 
rize the diagram shown on the 
igi since common senceand 3 T 
Toge wil indicate thesequenoe: ACB ABO 
she plasdc rangle wil always endin a poston closesttn the as abject removed, 
on aline (imaginary) beeen it and the nextlast object removed, 

All that required in the way of preparation isto slip the gimmick under 
{ie tablecloth and place the objects om the taba so that they will be held in 
position trough the cloth by the weight ofthe objects. ti important that 
there is enough tension on the elastic so that removal ofthe objects wil mare 
he gimmick properly. A small bit of experimentation and adjustment of the 
lengths of elastic thread will indicate the proper positioning, 

In performance, as with other effects of this type, you give the spectator 
specific directions once you have turned your back, Le. "Decide onany one of 
dites obiecit and putit im yr e jack: poker pause Tether oF 
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he remaining objets and put itin your rightjasket pocket. I parasa] Take away fhe 
last object and held it under the table so that 1 cant possibly ses it” After each 
sentence you walt for the spectator to indicate that he has completed your 
instruction; alternatively, you can ask him directly, ‘Have you done so*^ 

The business with tbe small crystal is not dressing; I has a purpose, 

You turn back to face the spectator after he has indicated that the last object 
is out of sight. Taking glass or crystal, you hold it between your hands so that 
itisat the approximate position previously held by Object A (the point of the 
trlangle farthest away from you), The edges ofboth hands rest on the table, if 
gon do ot feel the plastic under either hand et your thumbs brush the area. 
between Band C. 

Once you have located the gimmick you know which object is where and 
can devote your energies to the hiserionics befitting this little miracle 

NOTES 
‘One useful addition to the gimmick as described is a thread attached 
between В апі Соп ће plastic triangle; this goes back and over the edge 
‘of the table and ends ina small bead. This simply makes it easier to retrieve 
the gimmick—not a concern in a formal close-up show but useful in 
supposedly 'impromptu' situations, 

Intheae impromprs situations, you ave of uvurse confined to those cireum- 
stances whore you will have a few seconds to yoursel! at the table Don't try 
to do it where you will have to rush the settingup prooedure, if one af the 
labs, badly placed, should slip eutof position, yout have tobe very psychic — 
or very lucky! 

“While it might be possible to work out a satisfactory version using only two 
tabs, combined with a specific kind of instruction, it really isn't necessary, 
properly set the gimmick will work every time. 

CREDITS 
Турус is in the same genre as Quantimental, previously mentioned, 
and the ball divination in Cook anê Buckley's Gus OF MENTAL Manic 
Unlike those, hovever, Tryptryckuses nothing other than the objects them 
selves, and the gimmick which to the hest of my knowledge is original 
in principle and design, 

Interestingly, this effect was created in answer toa challenge by a friené, 
‘who described to me an cifect Which was atone time commercially marketed 
in Germany. Afer 1 had devised this method I learned thatthe German effect 
used a totally different and far more elaborate device to accomplish the same 
result. Of such incidents isthe history of magical invemtion made. 

Ah, but what about those times when you'd Ike to do the divination just 
described and you are confronted with a table of bate wood? 

In that cas. 
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ON THE BUTTON 


EFFECT 
SS om a sina case you remove three suitably mysticalooking 
objects and place them on the tab. 

Asbefore, yon turn ycurback and have a spectator place the 
objects in his packers. 

‘You then proceed to reveal the location of each ofthe three 
objects. This can be done, as a matier oF fact, without ever 
tuming around! 

METHOD 
lk might be sad that the working here combines principles of 
the wo previously described effects, 

Bach of the objects you place on the table has a magnet 
embedded in it; three ofthe chjects preparcd for Box Office can 
be employed: 

There îs also a secret gimmick of simple construction. Tt 
consists ofa smal screw or push pin with an eye; to this eye 
ate tied three lengths of fishline. Atthe other end of anch Tine 
is attached a small button magnet of the kind to be found in 
hardware stores. 

‘These magnets must be marked go they cam be identified by 
touch. Thiscanbe done ina numberof ways: by strips around 
‘them, by notches Med into the edge, by small scraps of metal 
or pieces of shot being glued to them with epoxy, 

Each performer will decide en the system which works 
best in his or her individual situation. The only essential is 
tat each magnet can he specifically identified by touch with 
reasonable speed. 

Once the gimmick is ready, di only preparation forthe effect 
isto jam the point ofthe screw or pia into the underside ofthe 
table just a bit in ftom the edge nearest you. 





NEW THoucirrs Pon OD 

Tn performance the three objects are removed from their case and placed. 
on the table. 

After they havebbeen set ont, you tonch each in turn as you explain its mean- 
{ngor mystical properties; atthe same Lime your other hand, under the table, 

brings the appropriate magnet 
up beneath it. The hand above 
the table is there to prevent 
Sas _any possible movement asthe 
magnetis positioned. 

Ue three objects on 
the table, magnets in position 
under the table, you turn 

away. Your hand nearest tha table, however is Left in a position directly below 

the ecrew-eye gimmick. 

As the spectator removes each object the magnet, now released, will 
swing down into your waiting hand; by touch you will know immediately 
which object has been taken and can reveal this information in whatever 
“way you please, 





NOTES 


‘There is no dhecretical reason why the effect should be limited to three objects, 
In actual practice, however, additional objects do not seem to produce апу 
grantor effct. 


After sticking the gimmick in the 
underside of the table you should let 
the magnets hang for a few moments 
to ‘unravel if they have become tan 
gled. Otherwise, should one line be 
looped over another, when one magnet 
Is released it might accidentally detach 
the other. 

As each magnet ie caught it should 
(once identified) bo held back in the 
hand so that the next magnet wifi not 
lick against i on arrival 

Needless to say, both Zypraich and On 
The Button can also employ the presen- 
tation where three different spectators 
ate asked to each take an object 

While icis possible to do this with only 
wo magnat object setups—you Know 
the third is chose if uu magnet falsi 
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‘hint itis better to have all three set up as described, io confirm to yourself 
that the effect is proceeding as planned. 

One final note; you amast, of coursa, test the setup on tables of various thick 
nesses and composition so that you are aware of the limits of the magnetic 
attraction. (Extremely powerful small magnets are available from many 
scientific and electronic supply houses) 

CREDITS 
As indicated in the two provious effects, Thera have also been, from tinae to 
ime, various devices using magnets as tolltalas; all that T have seen used 
stands, easols or other such Visible props, witha single exception: Steve Skomp, 
in Bis book Stove iMENTNGE MENTALISV? describes a table that is gimmicked 
io perform as a Qnantimental stand, None ofthese were ofa design similar. 
to that just described. 


page. 


New Duoucsers Fok OLD 









The reading of hidden information is perhaps the 
cornerstone of classical mentalism; indeed, there 
are those who claim that the answering of questions, 
alongwith psychometry, is mentalism, and that all 
clse is but ‘mental magic! 


While I don't subscribe to that extreme view 1 will 





concede that few effects in the entire realm of 
mentalism ean compete with the direct revelation 
of aspectator’s peramal thought. 

With that in mind [have devised the following 
four procedures for producing this most popular 
oF effects, 
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FLIPSIGHT | 


ER Dis anà ipsi 1 are for the close-up situation; both employ 


Himber ‘Flipover’ Wallets. First we will describe the routine 
using tho full-size wallet. 

EFFECT 
Opening your wallet you extract a business card from the large 
pocket. You draw aline along ihc card, dividing it horizontally, 
and anit tho opooiator to sign hor namo above tho Tino. 

‘Turning your back, you instruct the spectator to think of a 
question, then to jot down on the lower half ofthe card a ward 
br phrase that will symbolize the thought. The spectator is 
further instructed to turn the card writing side down and than 
Indicate to you that thia has been done so that you may tarn 
around again. 

Without glancing at the card you place it in the other pocket 
ofthe wallet As you begin your readin you take another card 
from the wallet and scrible some impressions on it, eventu- 
ally giving i to he spectator to hold, 

When the quastion card is removed from the wallet and 
compared with your impressions it is seen that you have 
‘written a direc answer to the question, 

METHOD. 
“The diagonal-ent pocket on each side of the wallet has a few 
business cards in it this i the extent of the preparation 

During the pertormazce, when you take the spectators ques- 
sion card, make sure that you are holding Jt by the edge closest 
to the spectators signature, so that when itis placed Into the 
Jong pocket (which is actually a tunnel through to the other side 
ofthe wallet the area of he card weich the writen question will 
oin frs 


New Trouarrrs Fox OLD 


“The card is placed in the wallet as indicated and the wallet is closed, being 
flipped over in the process, As you talk you realize you too need something 


You open the wallet (on 
the other side, though the 
spectator doesn't know that). 

At this point the wallet is 
tiled up so thal the spectator 
cannot ee into it. 

As you remove a card 
from the diagonal or halFcut 
pocket you willsee the lower 
half of the spectator’ card, 
with the word or phrase 
clearly visible, projecting 
from the other pocket. A 
brief glance is all that is 
mocossany 

Proceed as described 
under Die 
“imberatyle wallets vary in design, but most have the pocket-through 
feature. Abit of experimentation with your model of wallet will indicate the 
best handling 
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FLIPSIGHT II 


7B ere we use the LD. Case model of the Himber Hipovee Wallet 


fora somesshal similar procedure. This model has aclear plastic 
‘window en one side and a small pocket on the other. The 
window section s the center ofthe three panels and something 
must be placed in it in the various routines to prevent the 
concealed pocket from being visible rough the window. 
EFFECT 

Asbefore the spectator writes on the back of a business card a 
word symbolizing a question; in this version, however, there is 
no signing ofthe cardand no imitation as to where lho spectator 
may write. 

“Thin done, you slip the eard (writing side down, of course) 
under the claar window, which has aselid white bucking The 
wallet is then closed. 

Tn the coursa of things you remove a card and scribble your 
impressions; the spectitor's card is removed from the wallet 
and your answer is scen to be correct. 

METHOD 
“The setup for this involves a slight addition to your Mipover 
Case which should take you about ene minute to prepare, 

All that is done is to cut a piece of good quality bond paper 
to size that will completely fill the clear window from top to 
bottom. Once this is slipped into place between the pieces of 
dear plastic and a few cards have been placed in each of the 
pockets you are all set. 

‘The details of performance are handled ae indicated in fct 
‘When you open the LD. Case on the other side you willbe able 
to read the spectators writing quite easily through the single 
bond paper (itis, ofcourse, understood that the card has been. 
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placed in the D. Case above re paper, so that from the spectator’s point of. 
view the writing Is resting against a solid and inaccessible backing.) 
NOTES 

You may have to play around a bit 
with the vacious qualities of bond. 
paper to gst onc of he proper trans- 
lucency. 

Tt may happen that the paper is 
translucent enough to show the 
whiter area inthe lower part oF he 
case where the business cards are 
resting. Thro points will help here: 
frst-abrays have the cards in the 
pocket printed se in, second—with 
some models of LD. Case itis pos- 
Sible to squeeze the sides a bit, 
lifting the window away from the concealed pocket slightly. When thisis done 
the white shadow" disappears. 

‘A Pen IkI™,Flaio™ cr other broad-tipged marking penis preferable to a pencil 
‘orball point pen, asthe thicker line & easier to read through the bond paper 
CREDITS 
Tdo norintend tobe drawn into a discussion ofwho the actuat inventor of the 
fipaver wallet may have been; certainly there is litte doubt that Richard 
liber wea cho fit to produce tin a quality design and popularize its use 

Thave used both peek auethoda described for ver bventy years, and devised. 
them both. Tho frat described method occuzred to me about thirty minutes. 
after Tacquired a wallet, and seemed avery obvious application. [should note 
that asimilar idea was described by Chip Cotton in Magick"; T am told that in 
some models of the wallet this idea was included wilh the Instructions; and 
ob Mason published a manuscript discussing a specially-modiliod Himbor 
Wallet used ia this way? 


ond paper 








+ 
We now proceed to two farther methods c£ message readings these, however, 
are intended for stage use, 


Яо. 161 Sepê 3, 1974; page 803. 
Box Mason's Ows PUsSOMAL IDLas AND Routines Fok TUL Huwen WALLET. AS 
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BURNING 
QUESTIONS 


mI tis ir Muere Mispisabusc (ceraáily one of the halt dozen. 


best books on mentalism ever written), George Anderson 
devised a sealed-envelope routine called Getting The 
Impression; 1 was very impressed with the basic idea and 
settinz but could never get the handling of his method dawn 
to my satisfaction, 

After a bit of thought T came up with tho following two 
procedures: 








EFFECT 
Members of the audience write questions on cards and seal 
them in envelopes which ae then collected by someone from 
the ardience and brought to you. 

‘A brass bowl with some sort of combustible material is set 
alight, Gazing entranced into the flame, you take one of the 
questions and place it hehind your back, After a bit of concen- 
tration you answer the question, Without further ado it ie 
Drought forward and tossed into the flames. 

You continue in Unis way, answering the questions and then 
tossing them into the firebowl without opening them, foras ong. 
as required. 

METHOD 
Well, yes, its aonoshead-but with a difference, as you appar- 
ently never open the envelopes for verification. 

Also, as you Will sae, it need nat necessarily he done as a 
one-ahead routine... 
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Nothing required except what has been described cas, envelopes (he 
cheapest opaque ones you can find, both forle obvious eason—you burn 
up a bunch af (iei and for another purpose which will become obvious 
Presently) and tho brass bowl along with matches and something in the bowl 
to got the fire going, 

Ifyou ace using the one-ahead routine, one Nom has been forced and you 
have marked the envelope containing that information so you can avoid i. 

Once the envelopes have bren collected and the fre started in the bowl, 
you take any envelape but the marked one and put it behind your back. 

‘As you give the Best anser using the foros information , you simply rip 
aaya smail strip atone end ofthe envelop, take tne card our and placa bend 
fhe envelope, The torn strip You tuek into the envelope: 

"When you've finished the answer you bring the envelope forward, holding 
itby the torn enê and thus concealing it- and glimpse the question as you 
атор everything into the bowl. Make sure the card and envelope are falrly 
{nto the bow! before releasing them, since the card may separate from the 
Envelope as you Tet go. 

Needless to say, as you proceed through the routine you are apparently 
answering the question you hold behind your baok: în actually you are giving 
аш ае шопан jusi ghmpsea. 

As mentioned earlier, the rautine can be done without the one-ahead 
procedure or necessity for a foree em. 

"Io do this you simply begin each question with a stock character reading 
if you have been foresighted enough to mark the envelopes, ou know io 
you are reading for, which helps. As you complete the character analysis you 
tring the envelope forward and throw tint the Hames, mpsing te question 
as you do so. 

Since you have apparenly begun lo answer he question hore you bring 
the envelope forward the spectator attaches mo importance t Nend the 
immediate destruction of tne envelope and question disarms any possible 
suspicion 

‘The reason forusing acheapenveloge ill now be clear; yes want one that 
soo can rip open noiselessy 

Some people may be doubtful about the procedure described, thinking tt 
too simple to fool anyone. To that the only anstwar must be that i: has fooled 
many, many people- Including a few magicians here and there. 

+ 
“The one drawback to this routine is thatit can only be done with Ce audience 
in front of you; in a search for something where fhe angles are less critical T 
tame up Wih the following. 
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BURNING 
QUESTIONS II 


EFFECT 


a i betoro, the spectators write questions and seal them in enve- 


Topes which are collected and brought to you. 

‘Without any business behind the back you take them and. 
агор each one singly into the tlamme-llled bow, then proceed 
то answer the question. There is no one-ahead employed; 
in fact, the envelopes may be numbered ta establish that you 
are actually answering Ue question just dropped ina che. 
bowl of fire 

METHOD 
AS with the previous method, you're going to have to try this 
"before you believe it works... 
‘what happens is actualy quite simple; you really da drop 

the envelope into the firebowl and it really ie burned 

But the question card isnt. 

To putit bluntly, what you havê done st fieproofehe card 
so stwent burn, 

Ther are various methods of doing this; You can geta com- 
mercial spray preparation Gif you have trouble locating such a 
redact your local firo department should be able to help you) 
Various homemade preparations can alsobe used, eg., a strong 
solution ofboric acad— available atany drugstore —sponged onto 
Doth sides of tho cards, 

Bear in mind that all you mead ina fire-retardant effect: you 
dont really have to cut the cards out of asbestos. 

1 have alsa tried preparations to the envelope itself to make 
itburn abit quicker but this is really not necessary ifthe right 
kind of cheap, pulpy envelope is found. 
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"The procedure during performanco is as set out in Bet; Is necessary to 
49 instrict the spectators that the cards will ae put in the envelopes writing 
side down (next tothe addcess side), presumably tohide the writing from your 
accidental glance but actually to permit you to place the envelope in the bow] 
so the writing is facing you, 

Inthe bottom ofthe bow! you have placed rolled up scrapsof paper or some- 
thing similar to start the fire. 





As indicated, the size of the 

bowl dictates the size of the 

‘envelope (ar vice versa). With 

some bowls you will find it 

helpful to solder a small 

e rubi tone centerbotom of 

ces rhe bowlso that an envelope 

"ере dropped in will rest at the 

proper angle. 

"The best way to insure that the envelope is consumed isto frst hold itin a 

vertical fashion so that the envelope is lit along what will be the bottom edge 
when you put it in the bowl. 


Envelope 


sf this is done the flames fol 
low their natural tendency to 
burn upward, peeling the enve- 
lope away from the card as they 
doso. 

NOTES 
This latter routine isJust as sult- 
able for a one-on-one reading 
situation as for stage. 

Regarding the stage routine, a 

few points: 
"Tha bowl should be placed on a wooden block with some sort afinsulating 
Pad beneath it; it will become very hot if more than a few questions are 
answered. For this same reason you should be careful not to touch the rimor 
sides of the bowl as you place the questions within, 

A brass rad shouldbe handy; apparently you use this to stir up the ashes— 
actually, when necessary, to knock the remains of tho envelope away from 
‘the question card, Once the card has been read the rod can also be used to 
pokeit down into the bouom of the bow so that the subsequent question wil 
‘havo’ space’ around it ta aallate the burning of the envelope. (Depending 
on what kind of envclopes you got these two steps may not be necessary; but 
ita nice to be prepared for any eventuality.) 
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Do not do this routine before checking for the presence of oversensitive 
sprinkler systems or smoke deroctars—uniess in addition to being pay chic you 
also claim to be a ralnmakert 

CREDITS 

1 must stress that se mise en acne and general procedure for Burning Quas 
fions аге from Anderson's Ir MUST BE MINDREADISG; so too isthe excellent 
angle of using a ‘word or phrase o symbolize the question,” In that routine all T 
have really done is eliminate the eimmick used, 

In spite of the amazing number of message-reading methods in the litera- 
ture, to the best of my knowledge the fireproofing procedere used in Burning 
‘Questions i's original with me, 


CLIPPOLINE 


———=—= The effect of clipping away ata column and predicting where 


the spactatar will stop has become very popular in recent 
‘years. Indeed, atleast one complete book has been written 
fon the subject. 

The version to follow is a straightforward routine I think 
‘you'll Ike...and yeu'l love the method! 

EFFECT 
A prediction is shown and le with a spectator, You exhibit a 
long column of newspaper and fold it exactly in half 

Removing a pair of scissors from your pocket you proceed 
to snip off strips from the paired ends until a spectator calls 
stop. Putting the scissors aside, you advance to the spectator 
and unfold the column of paper, asking thatthe first and last 
Jines be read 

When the prediction is read by the spectator holding it, itis 
son that you have predicted the lines exaciy, 

METHOD 
‘The title ofthis effect gives away the working; what you are 
actually doing is a very old cut-and-restored paper effect 
ealled Clippo. 

"The column of paper is about twelve to fiteen inches long, 
and must be solid type from end to end; it should have on its 
back something like an illustration or ad with a great deal of 
white space, although this is not absolutely necessary; it is, 
however essential that the back does not have any visual cue 
to is orientation, since during the routine you will be holding 
it upsidedown and—even though it is folded and thus Une 
position is a bit confusing—you don't want an analytical 
spectator te start thinking about this, 
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‘The central sight inches on the type side are given a coating of rubber 
‘cement, which i then dusted with aloum powder; with cace this can be done 
in such a way that the preparation ig notat all evident. (Ifyou have any doubts 
about this, buy one of the inexpensive marketed versions of Clipe and 
examine the papers) 

Маке а note ofthe top and bottom ines ofthe column and write them down 
as your prediction. You will also reed pair of small, sharp scissors; the blades 
should be long enough to cut across the column in one sitaight snip. 

In performance, after handing out the prodiction you pick up the column 
ofnewsprintand aera moment fold it exactly in half printside inward; make 
avery sharp crease wher you do this, 

4s with your other hand you reack fo the scissors in your pocket, the hand. 
holding the newsprint drops to your si, and with your fingers you flip the 
Folded colomn end jur enti. The result, of courso, is that when you bring your 
hand up again and poise ihe scissors, the spectators think you ate about to 
starteutting bits off Dis ends. In actuality you ara going to be cutting sections 
out af the center of the column, 

Proceed as described in Effect that is to say, explain what you are about to 
do and then start culling off small strips, no more than a few lines thick, fom 
the folded section of paper projecting from your hand Continue until 
requested to stop by the nominated spoctator, 

As you place the scissors In your pocket or turn to set them on the table 
‘again you ip the column end lor end, 

Advanelngto the spectator who asked you to stop cutting, youlet the column 
TaLopen. Because ofthe robbercement preparation, the two pieces wil cling 
together as one, and if the line of joiming is at al visible it willbe taken to be 
the fold you made at the beginning, 

(Do bear in mind that (a) the spectators attention is immediately drawn to 
the top and bottom of he paper, (b) be has no reason lo suspect or examine 
the center and (¢) If the paper has been properly prepared he can look at itin 
most cases for quite a while without seeing anything peculiar) 

The spectator is asked! to read the first and last foll Tines of print; this done, 
you ask the other spectator to read your prediction as you crumple up the 
newsprint and pocket it. 

NOTES 
Ifyou are really concerned about the conter of tho column appearing ast so, 
you can take the trouble to fold itso the lines of type facing each other are. 
always in exact alignment; then, an the cutting process, always cut exactly 
between lines of print. This isnotnecessary; if you're worried about it simply 
hold the column by the canter afer you've opened it, concealing the jain. 

Tt is important that the cuts be made straight across, at an exact right angle 
ta the length of the column; otherwise, when you open it the paper will hang 
at an angle from the join. 
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CREDITS 

‘The cut.and-restored paper strip effec, marketed as Clippo by Will De Sieve, 
ea version of the Magic Shears effect invonted by J.J. Kola iis described 
in J. G. Thompson's My Brst”. ATbert Spackman invented the very popular 
approach to the newspaper column prediction effect in which the column is 
secretly inverted’, however, the application differed from Cippotine in both 
technique and method. 


"rage 208, 
"The Gan, Vol. 20, No, 6: page 14 
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UNKNOWN 
POWER 


— 1 he literature ofmenlêlism there are several predictions using 
‘ape recarders; one of my own, which used aconcedled recorder, 
appeared aver three decades ago in Genii? 

must uf these TontInes involved tatly complex alterations co 
the tape recorder, beyond the scope of many performers to 
make. in that light [offer the following, 
EFFECT 
This is essentially a headline prediction routine; you deliver a 
tape cassette to the radio announcer, or whomever, with instruc- 
tions to hring it to the performance on the night in question, 
‘The cassette has, of course, been initialed, signed, sealed in a 
display box to prevent tampering (or it being played before- 
аһ алво ол display until the night ofthe performance. 
‘The celebrity/dignitary brings it onstage and places tin your 
tape recorder. Newspapers are exhibited and the headlines 
repeated for the benefitof those too far back to read them, You 
then play the tape. Your predictions are correct in every detail 
METHOD 
As the tc indicates, you accomplish this miracle through the 
Use ofan unknown power; that power is.. battery powers. 
your Hirst requirement isa particular type of cassette 
recorder, It raust, first of all, be of the type Which runs either 
on batiericnor y extension cond. secondly, it must have a pair 
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of input jacks (asually used to recotd ftom a radio or record player). Ieshould 
nat be too difficult to find a tape recorder which meets these specifications 

You will also need another tape recorder, this can be of any size or design 
as long as it bas output jacks. 

"The alterations mada are vary simple, and canbe completed in well under 
an hour You simply detach che two wires going from where the extension cord 
is normally plugged in, and connect thera (by soldering. or simply twisting. 
together and taping them) to the two wires connected to the inpet jacks. 

In some models there may be a mechanical interlock that automatically 
cuts off lhe battery circuit when the extension cord is pat nto s tape recorder 
socket; youssis of his type itis not difficult to locate fhe interlock and remove 
it. Once you have done this the preparation is complete. 

IMPORTANT: ONCE YOU HAVE DONE Tins Do Nor PLUG Tite POWER CORD INTO 
ALIVE OUTLET; IF YOU DO YOU WILL RUIN THE TAPE RECORDER AND PRORA? 
Brow A FUSE AT THE VERY LEAST 

“The only other preparation iso take a regular electrical extension cord and 
eut off the plug, two jacks that wi fit into the output socket of the second 
recorder are attached (o the wires. (Note: Ty to find a very lighteauge cord 
for this; heavy-duty cords sometimes offer too much resistance for the signal.) 

"The cassette delivered to the celebrity with all due pomp and ceremony 
isa blank, 

"The setup on stage consists ofthe rewired tape recorder with its power cord 
plugged into the extension cord which goes offstage, where its two jacks are 
‘lugged Into the other recorder. In this recorder is a cassette on which, at some 
‘point pricr to performance, you have recorded your predictions, 

During performance the 
dais celebrity is brought on stage 
“Tape Recorder and testifies to the fact that the 
cassetto has notbeen ont of his 
mension Cord Gannactea control, ete. He then places it 

o Outi Jacks ° inthe tape recorder. 

This dono, you hand him 
one of the newspapers with a 
"headline on it and ask him to 









Curtain 
Power Cort Connected 


put Jacl Show it ro the audience, This 
Visible one for throe reasons: ta show 
Tupe Recorder the headline, to keep his hands 


Fall so that he is not in a posi- 
tion totum on the tape recorder and to bring him downstage and away from 
the immediate vicinity of the tape recorder. 

Yon do this Tast sa chat he does not see that instead of simply pushing the 
On bauen, yon push it to On-Flay-Record. 
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As a result, the sound from the offstage tape recorder not only plays out 
through the speaker of the onstage recorder but also is recorded on the 
blank cassette. 

Tt s preferable to set the volume high enough on the visible recorder so 
that itean be heard direcdy through ks speaker, having to hold a microphone 
up to it would beclond the effect and be a very bad ides. 

After the cassette has played! you give ito the celebrity asa souvenir and 
thank him for his assistance 

NOTES 
Ifyou have someone assisting offstage, (hay con tum on the recorder there. 
not, simply have a certain amount of blankespace'on the recorded prediction 
before you begin speaking, timing this in accordance with your particular 
presentation. Start the hidden recorder before you g0 onstage; you should have 
liher a digital warch (ith countdown stopwatch capabilities) or a visible 
digital wall clack so that you can start the onstage recorder just before the 
time your prediction comes up on the offstage tape. incase of any doubt it is 
better tobe fifteen seconds early than fifteen seconde latet 
CREDITS 

nere have been many lape recorder predictions in the literature oFmentalism, 
such as Gorinda's in his THITEEN STEFS TO MENTALISM and Bob Tripp's in 
c first volume of Nelson's SENSATIONAL MENTAL series. The particular 
methodology of талип Powers, to sbe best of my knowledge, my own. 
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SY NCHROINCIDENCE 


m thcre has been a running dispute for many years whether it is 


appropriate for a mentalist to use playing cards. Without 
Wishing to make a ease for them (pun intended), I will only 
point ont thar both Dunninger and Annemann worked with 
ards; card effects constituted he largest parc of Chan Canasta's 
ind those who have seen the all- card mental routine of Max 
Maven will need na farther proof of how ellective card work 
ofthis type can be in the proper hands, 
EFFECT 

Te decks are used, one red backed and the otherbluebacked. 

"ou give, say, daebluc backed deck to aspeciatortolook aver 
and shuffle; whîle the spectator is thus engaged you remove 
the red-backed deck from its casc and also shuffle. Both these 
shuffles are genuine 

"The blue-backed doce itaken fom the spectator and spread 
face down on th table; the red-backed deck is spread face up. 

‘A spectator indicates any catd inthe face-up spread, either 
ву pointing to one or naming one. Another spectator indicates 
anu one ef tho foce don bue backed caris 

“A Four of Hearts from the red-backed deck you say, showing. 
is to be che case. Ard from the blus-hacked deck." You turn 
around the card in yous hands; it, too, is a Four of Hearts, 

METHOD 
For this you will needa bluebacked dec, mits case; and a deck 
ofrectbiue double backers, red side p, in a red-back case. There 
is no other preparation. 

When you ars ready to perform, the bluc-backed deck is 
handed to the spectator remove from the ease, look over and 
эһ. Yor da the same with he red deck, overhand shuffling 
uso Dat the spectators ses a number of red backs, 
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After a bit of this ask the spectator ishe is satisfied that her deck is thor- 
oughly shulicd; as altertion shifts to her for a moment you do a hallepass 
under the top cardin other worês, you secretly turn the deck over beneath 
that top card so ihat you hava one Gouble-backer red side up above the est of 
the deck blue side up. You now hold che double backed deck in your righthand 
fom above and take the spectators deck in your left hand in dealing position. 

‘As you turn to the table you notice you left the card case or some other 
‘tom in the way; you place the double-backed deck into your left hand above 
e spectators deck, keeping ihe wo separate with the fingers, and remove 
De offending abject from the table 

Your right hand comes back to your loft and removes the double backed. 
deck, but the lof thumb draws off the tp (red-side-up double-backed) cazd 
onto tne genuine bine deck beneath. The right hand now immediately spreads 
the double backed deck, blue side up, on the table; the spectators sce what is 
apparently your redhacked deck still in your left hand 

Ater a brief pause to allow that red back to register you tum the deck feo 
upand spread itin a parallel raw beside the blue-backed” deck. In doing this, 
‘oc careftl not to expose the blue back of the double-backer at the bottom of 
the icmp deck. 

"Two cards are indicated ae describe! tn Effer you puch thom both out of 
he spread anû pick up the double-backer, “The Four of Heavis{or whatever)" 
you say, fom a— 

Hore you do a very simgle soct of Mexican turnover; you slide the double 
backed cant benaath the face-up Pour of Hearts, and apparently lever itover, 
‘actually you release the double backed card and gresp the Four of Hearts, ao 
that the red side of the double backed card now shows on the lable and you 
are holding the blue-backod Four of Hearts in your hand. 

At the beginning ofthe move you had a face-down blucbacked card in your 
‘hand and a card supposedly with a red back face up on the table; apparently 
you haveshown that red back andare sil holding the same blue-backed car, 

‘from a red deck. Prom the blue deck" you focus all attention on the card 
in your hands, forgetting the facedown card on the table; "an mknn card 
which turns out to be, „the Four af Hearts” You slowly turn the eard over, 
displaying it to the audience, 





NOTES 
It iano great problem to switch inthe redblue double backed deck Ifyou have 
been doing some previous two-deck effects; since there is no preparation lo 
the blue-backed dek, it can be in continuous use, 
Ifyou have an ordinary rei-backad card on top of the double-backed deck 
t begin with, and retain this card on top during your shuffle so itis the one 





‘For eats una with this sleight, dusetlptlons can be found in mos basis texts 
оа см4 тар, E, BINAS EER A1 Ty CAD TRE, page 128. 
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transferred to the other deck, then you need nothe eaatious about spreading 
‘the upper end ofthe deck, Ifyou're this paranoid, you will probably want to 
remove the blue card of the same identity against the chance that i might 
end up near the upper end of Uie deck afer che spectators shuffle 

CREDITS 

The basic idea—and the genesis of the deck switch—come from Robert 
Fanish’s Synchronism in the Parrish and Weigle book DO TITAT AcAIN'. A 
similar eflect, Contrasting Prediction by Phil Goldstein, may be found in 
Goldstein's book Narions". In both these effects you chose one ofthe cards 
in Parrish’s version the face-up card, in Goldstein's the face-down card—and 
in neither could the deck be freely shuffled to show the backs and establish 
that it was what it appeared to be. Synichroimeidence is offered as a solution t0 
those objections. 
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Se folowing is a very straightforward ESP card divination, created 
In response to a equest from Phil Goldstein a couple of years 
ago. It can fit nicely into many routines. 

EFFECT 
Exhibiting an ESP deck, you spread it face up and jog upward 
(one each of the five designs. Removing these five cards from 
the dock you turn thom fe dywuatd hand them (oaspectator 
for mixing. 

When this has been done the spectator places the cards on 
the table and then, without looking atthe face, removes one 
and places itin his pocket. The other cards may be returned to 
e deck 

Without touching any of the canda you eventually name a 
design; this proves to be correct when the pocketed card. 
removed and shown. 








METHOD 
‘The procedure used here combines the oneavay principle with 
sleight devised by Dai Vernon. As is well known, thë standard 
ESP deck has a one-way back design. 

On top ofthe deck you have four star cards, aligned one way; 
the fifth card down isa cre, turned the opposite Way. The back 
orientation o Use remaining cards is unimportant; near he face 
af the dock is another rile design, 

Та performance you hold the deck up on display to one side 
of your body; the cards are held vertically. Spread the deck until 
You come to the first circle card; this is jogged upward for two- 
‘hinds its length. Continuing the spread, you upjog the crass, 
tavy lines spuare and star in whatever order you encounter 
them. (l is preferable that each upjogged card be separated 
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from other upjogged cards 
by a few cards in the spread 
proper) 

As the spread s closed and. 
lowered, a break is obtained 
under he bottom five canis of 
the face-up deck. You are now 
in position for he Vernon BDV 
move (also known as the 
Vernon strip-out addition), 
done with the cards face up. 

"Tho deck with the five jogged cards is held in the left hand for a moment 
while the right Angers further spread the jogged cards into a slight fan, 

"The right hand then moves back and grasps the inner right comer of the. 
eck above the break, The let hand, holding the five cards below the break, 
moves forward and strips out the jogged carda, the slight fan (exaggerated for 
Clarity in tho illustrations) concealing the lower set of cards. 








A break is maintained between the two groups of cards as the left hand 
moves bask to s former position, apparendy just to square up che fanned 
Cards In reality the five cards shave the break are lei at the bonam of the 
face-up deck and the lefthand now maves away. 

A circle design still shows at the face of dhe packet, so apparently nothing 
has changed, 


E 


Minn, Мути & MAGICK 

‘The cards are handed to the spectator (after turning the packet face down) 
and he is asked to mix them, 

‘Tho actual selection can he handled in differont ways, but hat it boils down 
tois this: after the spectator has removed a card you glance atthe packet. 

TF you seo the reversed card, you know he took one ofthe four sus € You 
don't, you know he wok the reversed eard—the eile 

The handling above is for the standing performer; if you are seated, with 
the spectator facing you, simply outjog the cards as you como to them, In this 
situation the deck is canted slightly dawnwandat its cater end to eter display 
the faes of the cards to the spectator, amd alsa to maka the aub sequent move 
sore dlusive. 


CREDITS 
“Tho first pervon to deal extensively in print with the one-way back on ESP 
‘ards was J.G, Thompson in his Extra-SensoryPerfeation routine marketed 
y Ed Mellon. 

‘The stip out packet switch was, as proviously mentioned, devised by Dai 


Nornon. I may bo found a Phozuix, No. 248^ later better handling appears 
în Tne VEksonN CuRoNTCLES, VO. 11" 


Lp 990. 
page 79, 


FRAMEDOWN 


m ha: follows is not an effect, or even a new device —but a few 


angles that may be Incorporated in an age-old forcing device 

“The device in the color eaunting frame, ts concept of which 
was Invented in the early part of this century by Stanley 
Collins? Most mentalists will be familiar with this frame; it 
consists ofa four hy-four sixteer-crll square with the foros item 
їп дшагез 68-14, By rotating the board through mine, 
Hundred and eighty or two hundred seventy degrees, any 
‘number from one to sixtecn can be counted out to arrive at one. 
ofthe four foro squares: 

Considerable thought hasbeen expended oz thc frame; mont 
nombly Rupert Gilbert's Precagnition, which appeared first in 
‘The Gen'® Land ater a Mazic Or Tug MinD?* Gilbert devised 
a 'datiboand setup for choosing e mamber which automati- 
шу bccogbt tho board into proper orientation for counting: 
Şou are referred to the sources mentioned for details. 

Louis Histed, in his Arabian Prediction n Abi? also caine 
up with some very interesting angles regarding the frame, 

‘What concerned mo, however, was that when the board was 
turned to show the other side to the audience, there should be 
Some clear way of establishing that what was shown as the top 
of the board was in fact what it seemed. 

{will deseribe what I came up with in terms of a pocket-size 
device, and then give eome hints as to hoy it might he adapted 
for stage use. 


"igee s Dreremws cosctitons In Macie (10), page 63. 
түш. 7, No: 1; May 1951; page 10. 

зраз ва. 

Vo} 37, NO. 950; Juns 13, 1904; page Bê 
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Tt consista ofa small leatherette oF vinyl casa with a clear plastic window 
in which tha sixteen-cell square is viable; at the ‘top’ of the square are the 
words Color Choica—or whatever you choose 

By this means—the tiling above the square the top, of the frame is 
established without any need for comment o» explanation and without any 
suspicion being directed toward the board. 

A Took at the Mustration will explain che situation; actually, of course, the 
Color Chotee title appears or all four sides of the frame. 





М 
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The chartis glued or taped to the plastic window; the window is smaller. 
than the case self and is able wo move in any one of four directions beneath 
the concealing border at the face ofthe ease 

Ineach corner are glued triangular pieces of card as indicated; they are glued 
to both front and back of the frame case. Ву (his means, when your thumb 
Pushes downward, bringing the bile into view above the square, the triangles 
‘automatically center itat the bottom of the case. 

Twill leave it to you to work out your own handling of the device 

It does not take too much ingenuity to sec hore the method here ean be 
applied to a stagesize frame, Sucha device could be made from a manila folder 
amd sheet of clear plastio—or could he made of wood, one side having the 
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Gilbert dartboard design referred to earlier and the other a wood grained metal 
frame within which the color chari could move as required, 

Опе drawback ofthe frame is that the force design has to appear in four 
different positions out of the sixteen; Histed solved that with a mechanical 
‘four-out! prediction slate, Here is a suggestion for a somewhat simpler 
solution 

‘You make a prediction and have someone name a number; you then show 
a chart tiled magickal alphabet and explain (nat occulsts o old used such 
alphabets to encode their arcane knowledge, that profane eyes might not 
discover their secrets 

The mmber is counted to and the cabalistic symbol noted; it matches your 
‘prediction, 




















while at a casual glance te magickal alphabet seems to consist of six- 
ten completely diferent designs, examination ofthe four force positions will 
show that they contain the samne design, positioned in- bur diferent ways, (This 
principle was devised by J.G. Thompson for his Mentalism By Design; its use 
in that effect was very different from the present application.) 

‘You should make your prediction on a square piece of card rather than on 
a pad with a noticeable top and bolton, for reasons that should be obvious. 

‘One final angle far tha use of the frame; this employs a small color chart, 
say three inches square. On the other side ofthe card on which the frame is 


"Palibearers view, Sich Folio; sage 501 
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drawn can he any kind of printed matter, instructions, etc. You hold the chart 
as you ask the spectator to name a number. 

‘This done, you turn the chart to face the spectator and count to the numbez 
landing, of course, on a force item. 

"This is accomplished by the way you turn the card over, ofcourse; half 
the time you can use a Crazy Compase-High Sign move, holding the card 
by two diagonal corners and twirling it with the fingers ofthe other hand, 
‘The rest of the time you either turn it over forward, through the horizontal 
plang, or rotate it sidewise through the vertical plane. The Crazy Compass 
‘move when applicable wil be found to appear very natural and excite no 
suspicion at all 

hardly a World shaking discovery, but you may find a use fur it- 


THE PSYCHIC 
COERCION OF THE 
INTERRUPTED 
SCHOOLBOY 


ja you want to know the deep meaning behind the rather curious 


te, skip down to the Credi 
EFFECT 

Fromarnanils envelope justlatge enough to bold ityou remove 

a school slate; the envelope may be casually shown to be 

otherwise empty. 

The slate is shown blank on both sides, and you divide one 
side into two sections with a chalk ine. Two spectators are asked 
Ifthey will assist and, on their assent, cach initials a section of 
the siate. The other side ofthe slate is once more shown biari 
and the slate is then remed to the manila envelope and set 
on a chair or stand in full view, 

One of the spectators assisting is given a piece of paper and 
asked to write on it any ovo-digit number, he retains the paper 
The other spectator is asked to freely select a card from a deck; 
the card he retains, 

A third spectator is asked to come forward; after a pause—T 
dont know If we gave the spirits enough time.. '—you pickup the 
manila envelope and remove the slate, handing it to the third 
spectator and asking him tø read what it says. 

"The spectator reads, “The card will be the Three of Hearts 
and.. *—at this point you stop him and ask rhe person who 


otherwise, read on: 
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‘hose the card to remove i. The speclator does so; the card is, ofcourse, the 
“Three of Hearts, 

You turn back tothe spectator holding the slate and ask him to continue 
reading the message. Thats all there is “saya the spectator, and when you lake 
the slate and show it to the audience (his is seen to be the case, the message 
stopping abruptly bout halfway down the slate. 

there isa pause. 

You indicate that itis as you feared; the spirits were not given enough time. 
You replace the slate in the manila envelope. After an appropriate pause the 
spectator who is thinking of the number is asked to announce it. 1t is, say, 
pom 

Yen remove the slate and turn tio face he audience. The message hasbeen 
campieted; it now reads, “The card willbe the Three of Hearts and fhe number 
voll bea,” 

METHOD 
This isa combination of number of concep. You will need: 
one slate and flap 

one chalk band-writer 

‘+ one manila onvalopo in which the slate will At 

‘one Mental Masterpiece impression ear case?” 

tone rough-and-smooth forcing deck 

‘= small piece of papor and a ball-point pen 

spray can of artists’ fixative or krylon™ transparent sealer 
‘The rouzh-and-smooth deck is placed in the impression case, the impres- 
son gimmick atthe face of the dock. 

The slate is prepared by having the incomplete message written on the 
slate proper and the full message on the flap, leaving a space at the end 
for the number, 

In daing this the halEmessags must, of corse, exactly duplicate the upper 
part of the complete messago;« matching smudge от misshapen letter in hath 
‘messages will add to the deception. 













Bui TE THE CARD WILL 
EE THE 3 C7 BE THE 3 Ç7 
AND PREIS 






WILL BE. 
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When the messages match to your satisfaction, spray the written surfaces 
with fitative or Kayler to prevent smudging afer both surfaces are completely 
dry place the flap on the slate blank side ош. 

"The manila envelope is prepared by having the Tower righthand cornar stit 
open along the two edges for about three inches If done properly this will not 
be vise 

"To start the performance you remove the slate ftom the envelope, holding 
the flap in position with fingers or thumb; the envelope is shown empty. (Yox 
belly it open so that the spectators get a view ofthe unslit bottom corner The. 
slit if properly made will not be noticed.) 

Removing a pisca of chai Hom your packet you den aline across the slate 
Proper (not theflapside) and have two spectators initial it as desorbed in ice. 
The slate is replaced in the envelopo afiar showing the ap side to be Hank 
You may also drop the chalk into the envelope; if you do, mae sure i falls 
nto he opposito corner tom the slit 

Paper and ball point pen are removed ftom one pocket after setting the slate 
and envelope aside; as you approach one of the assisting spectators the 
impression case is taken from your pocket and the paper rested on lop o? tin 
the usual fashion. 

After the spectator has written the number and falâed ihe paper you retrieve. 
the deck. As you go to the other spectator you remove the roughrandsmooth 
Geck fromm the case, lifting out the impression gimmick far enough to spot the 
number and then letting it drop back into the case, which you pocket 

Tha second spectator removes a force card ftom the deck and pockets t. 

sa thi spectator is summoned 10 approach you and assist, obtain the 
chalkewriter on your thumb. 

You pick up the envelope so that the slit willbe to the right and remove the 
slate, saving he flap inside. 

As the spectator is 
reading out the message 
on the slate, your chalk 
writer goes through the 
Sit and writes the mm 
ber at the end of the 
complete message Since 
allattontion e focused om. 
the spectator with the 
siate this is hardly a 
problem. 

Anter the revelation of 
the card, a described in 
Effect, and the subse- 
quent confusion over the 
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incomplete message, you retrieve the slate and replace it in the envelope so 
{hat the now fully complete meseage up will face outward, directly overthe 
incomplete message it conceal. 

‘The effect is now over as far as the working is concerned; you have the 
spectator who wrote the number announce it and you then remove the slate 
andl turn it around to show that the spirits have completed the message. 

NOTES 
‘You will have to play aronnd with the exact handling oF the slate and enve- 
Jope as befits your style to establish the best way for tha flap to and up in proper 
orientation fòr the thumb-writing. 

by chance the spectator’s writing should not register on the impression 
gimmick, as sometimes happens, there is absolutely no cause for concern. 
‘When you get to the point in the presentation where the firs spectator shows 
the chosen card, you then simply turn to (he other one and ask that the 
Privately written number be displayed and named; this seems a perfectly 
reasonable procedure and weakens the effect very litle, As before, while the 
spectator with the slate reads the message and during the subsequent puzzle- 
ment, you have all the time in the world to write the number. 

Curiously. this rutine wili wark equally well with a very Hight touch or 
saith a very heavy dramatic presentation; the combination of methods and 
procedures seems to rule out any solation to what happens in the course 
of the routine. 

CREDITS 
‘A version of dhe challowtiter handling (without the envelope) may be found 
їп Parrish and Geodram's You'n Be Sukenisen® The basic slate handling Is 
Peter erlocies, [rom his The Schoaibag?4 The impression card case was orig 
nally invented by Annemann. The rough-andsmooth deck is generally 
edited to Ralph Hull 

‘The Interrupted Spirit concept was devised, to the best of my knowled 
by Robert Nelson;? in his routine two slates were used and Ute message began 
onone continued en the other After devising this routine 1 learned that the 
idea of an incomplete message being later completed on the same slate had 
been discussed by U.F Grant in bis book on slate work, Fa олт Наа 
All really claim here is the routine; a melding of the principles devised by 
the above-named creators to produce what 1 believe 1 a reasonably strong 
platform slateriting presentation. 





Paez. 
hens, Summer 1999 Ber) prge 424 whe ie led The atl and Anema. 
iacit MUN SPECI, page 196 

2, marketed effec which fnclaed alates and instructor 
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Final credit note: the combination of forcsdeard and themb-wetten number 
is from Annemann's Triple Coercion; the Parrish effect first mentioned is 
called slate Psychics, and of courso an inspiration was Wazlock'e above- 
mentioned The Schoolbag. 
ence tho tle. 


rhe js, No 21; June 1995; page 313-io Pract Mera Erreezs рар 128. 
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CROSS-REFERENCE 
Box Office: see Handbook —page 498 
Burning Questions: see Decivsion—page 732 
Unknown Power see Tapinage—page 297 
ала Geminight—page SIS. 
Synchroineidencs: see Synchrowave— page E91 
Framedown: see On The Calor Counting Frame—page 435 
The Psychic Coercion Of The Interrupted Schoolboy: sae Elementeerio— page 251 
and Palimyptest—page 575 


CERBERUS 


[1981] 


‘Tins secTion concERNS itself with a classic routine of mentalism—the three 
phase prediction. We'll discuss close-up and platform routines aswell as new 
approaches in methodology and presentation. 

1n classical mythology Cerberus is the three-headed beast who guards the 
gales of Hades. A fearsome creature, he can turn viciously on those who 
thought they knew how to handle him. 

He therefore seems an appropriate icon to symbolize the three-phase 
prophecy —aclassic routinc in mentalism which, lke this Hound of Hell, can 
ive you a nasty bite if you're not careful, 

What da 1 mean hy that? 

‘Simply this: Cesberic (well adjectivize the name) predictions do not tend 
tohavoa midele ground of acceptance. Either they are perceived as what the 
mentalist intends—a prediction miracle—or they аге lransparendy obvious 
and a waste of the spectators time. 

Which ofthese tvo reactions is inspired in the mind ofthe spectator depends 
in greater and lesser degree on lwo things: presentational procedure and 
technique. The purpose of this manuscript is tó provide some hard informa- 
tion in bath these areas. First, however, let's consider the Cerberic prediction 
as it currently exists. 

‘There have bean literally dozens of throe-phase predictions in print based 
on the one-achind principle. Since, from a magical point of view, the fear is 
that the spectators may suspect thatthe performer is not writing What he or 
she claims in cach phase of the effect, a great deal of ingenuity has been 
expendcd on croating procedures that supposedly eliminate this weak spot, 
We have bad double anciple-writing pen, different colored catdo, vays of 
altering numbers, mechanical standsand slates—and very few ofthese have, 
tomy mind, succeeded in accomplishing what they set out to do 

‘Why? Because any procedure in which yon go to great and inconvenient 
length to prove you arent doing something will immediately suggest to the 
spectators that you ara doing it- and onee thay have that thonght in mind it 
really doesn’s matter if they can't figure out the exact procedure. 

Most of he trepidation about Cerberic effects comes from tho fecling that 
‘the basic technique—pretending to make a prediction, having a choice made 
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and thon recording that choloe in the guise of making a further prediction— 
is too obvious, 

This fear is wellfounded, 

The procedure is obvious; a bald performance of it will fool only the very 
slowest minds, Indeed, many of the spectators may themselves have dors, 
{he one behind routine with a deck of cards (having them named an thon 
falling them outof the dock until the first taken card, usualy the Ace of Spades, 
is named) 

Unfortunately, the way mos performers try to combat this knowledge or 
Suspicion is by increasingly arcane and illogical marking procedures the 
cenvolutions of which are justified by the requirements of the methodology 
rather than any presentational concept, 

This as Io indicated, is a dead end; tleads finaly to people wondering 
how you make the writing jump around on the papers. 

‘one of the major difficulties, Indicated in the way we have been refer- 
ing te pretions and prophecies, s that these routines are in fact usually 
Presented as predictions, 

Predictions, as most experienced mentalists know, ace by far the most 
difficult to put over convincingly; the same spectators wha will accept 
demonstrations oftolopathy, olairvayais—undeven psyehoknesisi witho 
blinking- will Rally zefuse to accept any kind of prediction as being in any 
Way real. More than once I have seen competently presented mental acta drop 
Sione dead when astrong prediction was presonted, the reaclon clearly being 
"Oh, rhat has to bea trick.. he's a magician...” 

(For those who perform as magicians this particular reaction is not a 
problem; however Considering the ire lt takes to perform Cerberie routines 
эз magical fects they are poor investments, bein somewhat less ellectieg 
‘hon straightforward magi, Only as apparent realities do they have any value) 

There are two basic alternatives to the prediction premise; that of the spees 
tater roading the performer's mind—and that af the performer controlling or 
influencing the spectator's thought/choice. 

Of these two the fists the easier and more acceptable approach, since ie 
‘teates the appearance ofthe spectator accomplishing something wonders. 
While the second kas the appearance (and sometimes the fact) of tho performer 
dominating the spectator Tt takes a very special kind of performer to make 
this latter approach palatable, 

Another advantage of the spectator-as-mindreader approach is that since 
the burden of accomplishment is supposedly on a member of the audience, 
Phere is far less attention directed to the specifios of the technical procedures 
than occum when the performer is demonstrating his own supposed powers 

‘We will turn to specifics of presentation farther on; let's nov turn to some 
special considerations, 
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IIs worth noting that one of the reasons the basic procedure cf Cerberic 
routines is suspect is that the mentalist is made aware of each choice before 
making fhe next prediction; clearly, ifthe choices are not announced until he. 
Climax of the routine—and cha performer has no apparent way of knowing 
what those choices are—it docs not seem to the spectator that there would be 
any way the performer could apply the ona-behind methodology. Any suspi 
Cons the spectator might have regarding tho standard methodology are thus 
effectively defosed. 

It would seem that so ofüctenr away of strengthening the basic Cerbezic 
routine would have become popular and that several presentations would 
be available, Surprisingly, this is not true: while ono of the very earliest 
routines of this type, Bill Wagner's Three Card Prediction, used this concept 
of secret elections, lite attention has been paid to it sinco then, Except 
Tor Judge E.H.C. Wothered's Variations On The Taped Slate, which appeared 
three decades ago in Peter Warlock's Pentagram, almost nothing hasbeen 
written on the subject. 

Since a very lange part of mentalism technique is the poet fuzo acquisition. 
of information regarding a spectators secret selection or choice, it would be 
impractical to do more than offer some general suggestions. 

[i tha routino involves cand esleotions, for example, there are siminer tn 
many ways of leaning (vc spectators choice; we have key cards, stacked 
decks, marked and stripped cards—the possibilities are infinite. 

Ler’ take just one specific route the performer might follow, 
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TRIDEX 


AME A deck ot cards, stacked in your favorite arrangement and with 


ore cand corner mmed (the one you will force in the third 
phase)is placed ina Mental Masterpiece impression card case. 
“The routine is straightforward; you make a prediction for 
‘Spectator No, 1 (actually writing the identity of the corner short 
card you will force onNo. 3, of course), and No. 1 makes note 
‘ofany card using the card case as backing. You remove the deck 
from the case, glimpsing tie impression, and in the guise af 
‘writing No, 26 prediction do the requisite prophecy forNo. 1. 
Spectator No, 2 now selects a card with the deck in his or her 
own hands; any handling is used that will provide you with a 
chance to glimpse the next card in the stack as you recover the 
pack—and thus learn No. 2's card, the prophecy for which is 
made as you apparently make a prediction for Na. 3. It now 
‘remains only to locate che conor short and force tin the most 
convincing manner at your disposal—a riffle-force, for 
example to bring the elect to a sucocssful conclusion. 
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Sem There are those mentalists who hold the view (which 1 do not 
share) that cards are out of place in a mentalistc presentation, 
For them, let's provide an adaptation of the handling above, 
applied toa Cerberic hook-est sequence. 

Todo this we will employ a book thathas been rather heavily 
good. bus this shold net casa any concern to the astute 
performer who will realize that al of this spare ofthe secondary 
procalure—ie. since presumably the prediction has already 
oen made when che spectator goes through the selection 
procedure, then as long as those selections appear to be fre 
ones there is litle ‘hes’ on this phase of the methodology. 

‘The book is prepared as an impression book; there arc 
several descriptions in print of such devices, of which 
porhaps the best is that of al Koran’s A Word in Thousands, 
тә be found in KORAN'S Lëcacr by Hugh Miller’ and in 
Volume 6 of the Tare Couns Iv Magic also, the faked 
ook o still available from a few dealers. 

‘The book is further prepared ata ‘peekcbook’ (in the manner 
popularize by Paul Curry, Danny Tong, Larry Becker and 
others) so that when the spectator looks t the first word on 
the left-hand page as you riffle the pages, the same word is on 
view to yon on the righthand page corner (If you perform the 
mnemonic version o Orville Mayers Incredo Book 'Test—in 
which you simply link the frst word on each left-hand page 
With the last worl in the first sentence of the righthand page 
you can forgo this pazt of the preparation) 
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Finally, pages ace trimmed in two or duce different spots where they will 
оопа Фе пао word 

‘As with the card procedure descrived in Tridev above, the routine should 
be readily apparent: No. chooses a word in some random fashion feom the 
book, and writes the word on a sip (using the book for backing); you note 
this word on the impression surface, Spectator No 2 freely choosesa word as 
tlne pages arê ried; you learn this by the peelcbook device To conchide, No. 
3 falls victim to the riffle foree. 

(A nate on this Inat aslection: when No. 2 makes his choice you subtly 
emphasize the genine feedom of selection, satisfying all on that score, 
perhaps even overdoing it abit—so that when apparently the same procedure 
$5 followed with No, $ any suspicion has already been effectively disarmed.) 

‘You have mad your predictions at tha appropriate points, of course, and 
averything checks ont at the finish. Since, aside from the predictions, the anly 
properties used are the one bock and the pencil and paper employed by No. 
1, the routine plays very traightiorwarly indeed 

You may if you wish construct a patter line concerning random choice, 
selective choice and chance, kis wil Rit in with the procedure ofthe vari 
ous selections 

(Kote: have described these routines in simple structural terms ince my 
purpose is simply to ilustrate a procedure, | have not built them up with he 
usual adjectival decoration. Por alî hal, these are reasonably strong and baffling 
routines, sa don't let the brevity of my description give vou the impression 
that they aren't worthwhile; thoy are) 

From the two examples given above it should be clear that there is no 
problem in applying the secret-choies subtechnique 19 Cerberie tautines M 
addition to the hundreds of methods evolved within mentalistie technique io 
discover selections, there are a great number of mechanical gadgets available 
to the performer, ranging from itema as simple as Dia-X and Color Vision о 
Byzantine electronic devices. 

Thope thatif you choose to use such items as an adjunct to Cerberic routines, 
you do so with a certain amount of restraint and moderation: 

+ 
From my remarks at the beginning of this section it maybe inferred that Tdo 
not ink thatthe pretietionashould be marked to differentiate them. Sach is 
not the case: along with the secretchoice iechniques, marking procedures can 
‘york to convince the spectator af the apparone reality of the routine -but only 
iË the marking is nor the focus of attention. 
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Aside from the implied sequencing indicates, from the spectators point. 
of view there are only two reasons why predictions would be specifically 
marked: 

5. Categories—if the choices come from three different areas (a city, 
number and design, or ceample), they might be marked with 
those genoral classifications 

bı eniti lhree people ace taking part, the marking would 
conveniently serve to identify which prediction belongs to 
Which person (as in Peter Warlock's Patient Teparh®). Note: this 
nly makes sense if the choices are all in the same category, 

Abit oflogic applied to the above will show that im neither case is marking 
really necessary, since category or identity could be inferred by the actual 
contents ofthe prediction paper- but it seems reasonable to the spectator, and 
this is what's important. 

As the above implies, therc ars two basic ways of presenting а Cexberic 
routine: frst—using one spectator lor three successive test; and second 
involving three different spectators in the proccedings, 

Each has its advantages: with the one-person approach, the performer can 
Create a routine of tests that seemingly grow more difficult at each scces- 
‘ive ep, the preseataivn ahlug dae ling that AG YOu Warm Bp, You are able 
1o succeed at more arduous tasks, An excellent example of this kind of routine 
is Ron Baillie's Frestimentalation (). 

Also, there are some particular routines which, while performable with 
three spectators, have a more logical-seeming pracedure when done with 
one person only’ 

{In moat parlor oF platform situations, however, tis bester to devise rowtines 
which involve three spectators; such routines give the other spectators more 
to look at and carry the subtext that you can succeed in this test with anyone, 
not just a particular individua). 

(Note: Let me maka a brief digression. In getting spectators up for routines 
where several spectators are on stage, do not —unless your particular angle of 
presentation requires it—choose a number of people seated together. For one 
thing, they may tend to cross-chat or joke with each other, or even conspire 
to create a bit af trouble for you, which is mach less likely to happen with 
people who are strangers to each other 

(Also—it you form your onslage group from single individuals extracted 
from their own litle cliques inthe audience, those cliques become claquos 
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they respond to the activities oftheir representative on stage and—if you have 
picked from widely separated points—your onstage group inspires several 
Dockers ofenthusiasin that tend to cary the rest of the audience along, The 
result isa stronger reaction tothe effect than would be the case had you brought 
‘up people from just one Title group. 

‘One more general point requires discossion.— hat of tho foros uscd on Phase. 
No. 3 to cover the firstwrltten prediction: 

Tr has been pointed out before (hy Tony Shiels among others) that chs is 
where many Cerberic routines fll down; offering the spectators) virtually 
‘unlimited choices forthe first and second tests, and then presenting them with 
the sharply delimited choice of fifty-two cards for the final phase. 

Why? In most cases it would seem that the only reason lies in tho par- 
former's possession of a forcing pack, which represents the only force he or 
she is confident of bringing off successfully 

and of course | have nothing against forcing packa, used appropriately. 
‘One can be used in the Tony Shiels Psychic Chance routine in Imvacarion!— 
because Teny has created a presentation that bullds up to it logically ftom ess 
difficule tests, 

зынаа aloo be pointed out that theos dayo you have available to you a 
argo selection of wrorddorcing books, magazines, sonnet folios, etc, to choose 
from (pum intended), and if you find such items too expensive or otherwise 
‘unsuitable, you ean certainly manage to ebtain a capy of Annemann's 202 
METHODS Or FORCING and give it a careful perusal. 

Perhaps the two best solutions to this problem came from the mind of Dr, 
Jaks, in his Clasesyp Slate Routine, mentioned earlier, he used a card force— 
uthe had dcviseda procedure n which the force was used in the second phase, 
not the final one! It is surprising how Tittle attention this concept drew. 

“The second approach devised by Dr. Jaks was elegandy simple —to uso no. 
force at alli In his This Way Ouh he used a presentational procedure where 
hs attempted the first teo prophecics hut had a spectator try the third—and 
here a psychological force was used; if worked, fine, and if it didn't it was 
the spectator who had failed, not thc performer. 

While this specific angle—blaming the spectator for a supposed mistake— 
is best avoided by those of us who do not possess Dr Jaks’ continental 
charm—the general procedure can certainly be used. We might try pre- 
dictions of increasing difficulty, our third phase using a procedure with a 
zpod percentage of success but not a certainty. IF the gods are with us, we- 
Can proceed with our revelations to produce a bollo effect to heavy miting, 
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1, however, a loss beneficent deity is in charge of our activities that day, 
we admit we have failed—and show the incorrect prophecy first, so that we 
an follow by showing the nwo earlier prophecies t0 be correct. 

Obviously such a procedure has its time and place; if you work for money, 
aa performer rather than ‘psychic’, stick with a good force. people don't pay 
зов уо fail in show business anless you jump motorcycles over buses and. 
geographical impedimenta. 

Yat another solution to this problem is to use as your supposed first predic- 
tion a null or dummy slip. At the appropriate point in the routine a spectator 
makes a choice from a group covered by a set of predictions in a pocket index, 
You steal out the proper billet and switch it In for the dummy. (This can be 
‘complished easily by the Stanley Collins ulilty move, in which as you dump 
the three slips ftom ons hand othe other, you retain the dummy in your palm 
and the twa slipajoin the one inthe other hand) 

‘Alternatively, you can engage in pockct-waiting f(a) the field of choice 
is simple enough, such as a two-digit number, (b) your performing wear 
has pockets, and (c) yau can do the pocket-writing without appearing 
awkward or worse. 

Still another possibility is a Swami gimmick (nail- or thumb-writer), with 
‘which you fill in che prediction as you open the paper. 

Unfortunately, application of any ofthese techniques comes at the precise 
‘moment when attention is keenest, thus a very high degree of technical skill 
and misdirection is required ta bring this ofl successfully. 

Isa now going to discuss so specific routines the first for intimate, 
impromptu situations, and the second for parlor or platform. 


TRIPOSTE 


Smt Of tho many croator/inventor/penformers who have worked on. 


Cerboric reutines, perhaps the foremost exponent is Peter 
Warlock; in addition to inventing The Taped Slate! —on which 
the somewhat less-convincing marketed prop Mental Epic is 
based- he has come up with soch versions ofthe triple predic- 
tion as A Warlock Prediction? (later marketedby Al Koran in 
а lightly adapted version) and The Patient Pepa 

Here, however were gaingta werk with an afr’ aPhiccalled 
Gaght Thougiua—which appanred in his Pentagram as part of 
a two-person act entitled The Lay And The Damp?* 1 stress 
that uwhar follows is an adaptation of the Warlock effect to close- 
p, with alterations іп properties, procedure and handling: 

EFFECT 
You remove from your pocket a pencil and a small side- 
ound spiral notabonk (the notebook is about three inches 
wide by five inches tll; the paper is of the kind that has an 
unlined section at the top othe leaf). Opening the notebook, 
you tear out the upper one-third of a leaf: the middle third 
is than tor aut, followed by the ottom third. As the pieces 
are torn ott you place them on rhe table in order from top 
to bottom—the bottom piece nearest you, the upper or top 
piece nearest the spectator seated across the table, the 
middle piece... in the middle. 
this done, you fold the cover hack behind the rest of the 

ped and pick up the top third or the three torn pieces. 
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esting this piece against the pad you write a prediction; the paper i then 
rumpled into a small ball and placed to one side. You ask the spectator taking 
part to make a choice of some kind as is appropriate, and if desired another 
spectator makes a note o i 

‘You say you will make another prediction; the middle piece of paper is now 
picked up and rested against the pad, and as before another prediction is 
written. Again the paper is crumpled and placed beside the first prediction, 
and a second choice is made by the spectator. 

The same procedure is repeated with the last piece of paper (the original 
bottom segment) and after the final choice has been made the pieces are all 
gathered and handed to the spociator to open. 

Needless to say, the predictions aze correct. 

«+ -but the point of allthis rests in the fact that while you did notbothor 
to number the predictions, i will register with che spectators that Predic- 
tion No, 1 is on the пор segment of the paper, Prediction No, 2 is on the 
‘idle piece, and Prediction No, 3s on the batrom, exactly as they should 
be; it is very easy to tell the 
throe pieces apars, as examina- 
tion of any spiral-bound sheet 





wal how 
METHOD 
Abit of preparation is sequined; anon 
Em 
И иШ шде about ten seconds, TT 


From the page behind the one фу 
you are going to ose (ear aff the notebook 
Upper two-thirds ofthe leaf dis 

card this piece 

‘Thar'sit. 

In performance: you open the 
notebook and tear out the lop and 
middle pieces as previously 
described; the only point here is 
that the second horizontal tear— 
the lower edge of the middle 
plece—should be made at the 
same point as was done on the 
page below, so that when che 
idle pies has haan removed 
the two bottom pieces that 
remain are about the same size, 

Both these pieces are torn as 
fone from the notebook but not 
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moved very far away from i; thoy are then rested on it briefly while you 
patter, As you talk your thumb pushes the bwo pieces slightly apart, and it 
ê the lowermost of the two pieces which is taken away and placed on the 
table. The spectators are of course not aware of the extra piece concealed 
by the notebook. 





‘The top piece is taken from the table and rested against the notebook; 
actually it is slid under the piece already there. The prediction is written 
on this upper picce (the original bottom segment) and itis crumpled and 
placed to one side. 

"The same procedure is followed for tss second and third predictions; 
the piece from the able being put under the piece resting on the pad, and 
the upper piece being written an and placed to one side after being 
crumpled into a ball. 

‘After the third prediction has been made and placed down, the notebook is, 
simply closed and replaced in the pocket, taking the duplicate piece with it 

It will be noted that this procedure leaves the spectators with the actual 
three segments of the original piece of paper which they can fit together. 
like a jigsaw if they should wane to; you, of course, make no mention of 
such à possibility. 

NOTES 
Beyond the general suggestions earller I am giving no description ofwha kind 
of predictions are made, or what force (if any) ìs used for the final phase; my 
only purpose here isto describe à specific procedure. 

‘Two points of importance: 

A pencil or ink-pen should bc used-—not a ball-point pon-as they may. 
‘make an impression which would carry through to tte lower of die two 
‘Papers, For the same reason you cannot use marking pons that tend to bleed 
through the paper 

It will be fount that giving the notebook a slight convex crimp along its 
‘vertical anis will make ita bi easier toslide one piece of paper under another 
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Alternatively, you could paste a thin cardboard strip down the center of 
ths inside back cover; this ridge would produce the same effect in a more 
certain manner. 

Tt will occur to some that since the procedure needed to prepare the 
notebook for the basic routine is so simple, it could actually be dome in 
front ofthe sprctators, perhaps tearing oat ihe two-thirds leaf to use sm some 
earlier effect 

Treanbe dane—itis possible to do semething along these lines and getaway 
With it—but why? You only need ten seconds unobserved to be prepared to 
do itright, and there's really inle pointin doing something earlier which might 
ive (ie astute spectator a choc to the method, however clever or gutsy’ it might 
make you feel, Improvising to get ont of trouble is to be lauded; improvising 
asa way of coveringsloppy technique, or just to be cate, isquite another thing, 
‘Mentalism as a performance art is among the very toughest to bring off 
successfully; therc is no place in it for a haphazand approach unless youtea 
genius.. „and that's a determination you'll have to make for yoursele, 
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Smt one second Cerberic routine isa child of many fathers; the basic 


principle was used by Edward Bagshaw and later used by 
Audley Walsh in his Open Minds effect published in The 
Jim’ The most popular application, however, was the 
commercially marketed Bob Fllis-Clare Cummings Out To- 
Tanah pocket trick, and most subsequent references claim 
it ax the starting paint. 

The principle usedis that of the halFcard which, placed over 
complete card and aligned at one end, masks half of the 
‘complete card from view. A rubber band snapped around a 
packer ofcands conceals the ether end ofthe halfcard, and the 
card appears as a continuous whole. With a packetso prepared, 
anything written on the full card in the area directly beneath 
she masking halfcard is concealed from view —and the strong 
point (adapted from a similar slate angle) is that the apparently 
blank card may be initialed by a spectator. 

Tn the routine Tam about to describe, half-cards as such are 
notusad; nothing is required but the index cards, a rubberband 
land a pen or pencil. The preparation —tobe given further an 
takes only a couple of minutes. 

EFFECT 
You hold in your hands a packet of dbout a dozen index cards; 
à rubber band has been snapped around the center of the 
packet. You also have a pen or pencil. 

You ask a spectator his initials; these are, for example, AB— 
you write them on the upper half ofthe card and show this has 
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been done. You then write a prophecy for AB on the card and remove it from 
the packet, setting it down on the table or into a glass, ete. 

‘This same procedure is followed with two other spectators -MN and YZ, 
Jets say; in each case the card ie clearly initialed and shown before you 
write down your prophecy and extract the cară, placing it down with the 
previous prediction. 

‘The usual selections have taken place as per the slandard Cerberic 
routine; naturally, tthe conclusion of the effect all the prophecies are seon 
lo be correct 

‘What sets this routine apart tom previous ontries in this area Is that ihe 
{ree cards can be marked in any way the performer wants initials, as indî 
catod above- but also they could be categorized as animal-vegetable-minieral, 
book-pageword (in conjunction with Phil Goldstein's excellent Isolation 
routine), or word-numberpicrure. This very specific labeling either as to 
category or identity, while a logicalseeming procedure, virtually appears to 
rule cut che application of a one-behind principle 

METHOD 
The actual mechanics of this routine might be described as something, of a 
cross between the Umt-io-Lunch techmijue previously described and the prin- 
ciple of the old ilap-changing card. Although the setup ie very simple, £e may 
read abit complicated, во it is best followed with cards in hand. 

For this you'll need about a dozen index cards which must be of the unlined 
variety. You'll also need a pen or pencil and a rabber band thal will go 
comfortably around the packct of cards ree mes. 

‘Take two of the cards, fold them in half and crease the folds, and then 
straighten them out, Set them aside for the moment and, taking three other 
cards, mark them A, B and C (this is used as an example tn explain the prin- 
ciple). This done, assemble the packet as per the diagram. 


fuc p 
uo E 

E ТЕРГ P 

One a 
a ee 

"Tho folded cards orc inserted under the middle one ofthe three strands of 

fhe rubberband: when they are folded over in either direction a length of band 

should be visible, concealing the flap line. 

If the packet has been correctly ascembled it should appear to be sim- 

ply group of index cards with a rebber band snapped arcund it it can be. 

Freely shown, 
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PROCEDURE 
“The packet is placed in the eft hand so chat he C card is second from the top 
ofthe packet nd atthe upper end above the thumb (End One in the diagram) 
As the right hand sota the packet ino tho Te the right term contacts the 
middle of End Two anê swings the card ap ino is folded postion, 

(the situation is now that a folded card is on the upper end ofthe packet, 
direcily above marked card C. It is understood that whatever markings are 
used can only oocupy the uppor half of a prediction card.) 

You mark the upper half with an A and exhibit this to the spectators; the 
rubber band conceals th fold line and all seems fair 

“Turning the cards back toward yourself, you now write on the tower halt 
(Which is that of the actual card C) your predicóon for Phase C—which ia 
Srbatever ve resi rom your forcing procedura. The cards them taken by 
islewererd and pille fres ofthe packet. Tis placed in aglas, onan easel, 
ete, writing away from the audience. 

As this is done the left thumb flips down the folded card to its original posi- 
tion; again, now, ihe packt appears ta be ordinary and unmarked and may 
be freely handed, 

While you discuss the second prediction to he made you sue the packet 
around end for end (not over; the same side is stil facing you) 

You now repeat the mechanics ofthe Fest phase, Le, your right chum fips 
up te folded card- you mark this now upper naif wiih a B and show itor 
the lower hall (of the real A card) you mako the supposed prediction for A 
sed on what von have learned ofA's eholce by means previously discussed 
and this card is extracted and placed with the first prediction 

‘gain you flip the folded card back into position, and again the packet 
appears normal 

For the third phase you grasp the packet by the upper end in your right 
‘rand and flip it ond over end. You are now set to mark prediction C and 
make out the prediction for В, removing i and placing It arith the other 
two predictions. 

‘Ofcourse you've lipped the folded card onthe packet back into its stacting 
position and again the packet lols perfectly fay just as did at the begin 
ning ofthe routine, 

NOTES 
Аата amount of misdirection may sometimes be needed to cover the flip- 
Ding ofthe cards—but i you take reasonable care with your angles even this 
is not necessary, You will find that you can drop your hand to your side as 
you talk and malte на пооеавагу moves with your thumb. 
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Do remember that the only time attention is focused on the cards is when 
you're writing on them—and then you aren't making any moves. 

Inthe version first described, the spectators initials are used; cleatly if this 
fa the case, you'll have to learn what they aro a few minutes beforehand to 
prepare the packet. This can be done in dozens of ways: in a nightclub from 
‘the maitre’d~ata business meeting from the organizer—at a trade show by 
spotting afew name tags—etc If ir is appropriate to the routine you have in 
mind, (he use of the initials is worth a little bit of extra trouble beforehand. 

Given the setup described, itis no problem at all to doa jour-phase routine, 
simply setting up C and D In the same manner as A and B, 

Some interesting presentations are possible: you might adapt the aforemen- 
tioned Baillie Prestmentalation () affact 10 that yor predict fist a suit color 
{тей ог black)~then a card suit—a card value—and finally a specific card. 

Unless, howeves, you can come up with an angle of presentation as logical 
аз Ballie's, it is beter to stick with just three predictions, they're enough to 
prove your point. 

You will also note that there's nothing to prevent you from putting in 
‘additional index cards on either side of the setup packet section for use in an 
caller effect. 

As to eltects done afer this routine—again, as with the close-up routine i 
is probably possible co figure outa cleverclever ay to get rid of he two folded 
candy iti @ Jot simpler just to pus them away in your pocket and presently 
(ake outa similar packet 

"will not have escaped those of peculiar mind thatby combining a couple 
of blank index cards with a packer of those lined on one side, the routine ca. 
be performed with such cards. This only has two real points of valae —rst, i£ 
a subsequent or prior effet requires the use of lined cards it would be better 
to appear (o be using (ho same cards m che various effects. 

second, and somewhat more important, it means that iF you use adver 
Using postcards or some such thing (printed on one side only), you сап do 
this routine by adding a couple of cards for the folding gaffa from matching 
blank stock. 

As I have indicated, the markings to differentiate the predictions can 
be virtually anything so long as they only take up the upper half of the 
card. Don't Tet rhis fact carry you away, because all of these markings have 
to be duplicated to at least 2 reasonable degree by you in performance, 
and a couple of initials will make less demands on your calligraphic skills 
than some arcane sigil. 

you want to paint this particularily you can always make some mistake! 
in the marking of a prediction which is matched on the card they eventually 
scc but whilea fev spectators may note this, the procedure is already strong 
fsnongh that it is not likely to add noticeably to their puzzlement. 











Свини 
Given the immediately preceding statement you will appreciate that Its 
not necessary to introduce further diabolical variations involving tricolor pons 
and suchlike; the routine as it stands will convince or at the worst baffle its 
Viewers—and anything further will simply be complication forts own sake, 
+ 
In the descriptions of the two preceding routines I have used the words 
_predition and prophecy simply because they are readily understood, whereas 
terms like projection and argeritom might not read as clearly. 

As I have indicated, predictions as such are very strong eflects—perhaps 
too strong for convincing mentalism in most hands, where ‘projection’ and 
‘spectator ar-mindreader routines would more really find acceptance, 

‘You have here the tools for either presentation; how you use them is up 
io you. 
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CROSS-REFERENCE 
For another handling ofthe three-phase prediction see 
Thveesum- page 587. 
Items of related interest are: 
Cirelet— page бай 
Wheetie—page 324 


TRIONIC 


[1981] 


Sm 5.6. Thompson once sad, “Twenty years a long time to kerpa 


secret" The routine about to be described is older than that; 1 
рш it together and fist used it in 1958. 

‘After the death of my good friend Dr stanley Jaks, Felix 
Greenfield (who assisted with the estate) came into possession 
of che fabled Rook OF Magic used by Dr. Jaks in his close-up 
performances. (There wese aercallythye such books but that 
another story.) Many ofthe liems were unfammiar to Fells; he 
asked me to ran through the Hooks various effects, 

‘agreed, and we spent 2 pleasant day domg just that 

Atone point during that afternoon I interrupted the demon- 
stration long enough to do my Trionie routine; Felix 
immediately offered to buy exclasive performing rights to the 
routine and—with che proviso chat Feli not perform the routine 
for magicians~a deat was concluded. 

With Felis passing 1 was again the only person who knew 
the routine. In recent years Ihave revealed cho handling of 
‘the telepathy’ portion of tho sequence to a few close friends; 
one only Phil Goldstein—has seen the complete three-part 
presentation. 

Here is the routine as it appears to the spectator: 

‘You are seated acres the table fram your subject; you remove 
from your packet acased deck of cards and.an index card which 
has been folded ence each way. The spectator is requested ta 
pot the index card in pocket or parsa for the tima being, 

Removing the deck from the case, you explain that there 
are always paychological factom involved in the choice of a 
card. Ifyou were to ask the spectator to ‘choose a card' you 
spread the cards in tho vua! manner- tie spectator might 
‘be influenced by the position ofa card inthe spread. Again, 
ifthe cards were spread face up on the table—you do a face- 
up ribbon-spread—the spectator might go for a card because 
of its appearance. 
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Gathering up the cards you hand them to the spectator and request a 
thorough shuffle; this completed, the spectator is further instructed to give 
"be deck several straight cuts. 

‘This, you explain, Is to insure that the choice about to be made will be 

completely random. 

‘Test No, One 
You turn your back and tell the spectator to cut the deck a few more times. 
When this has been done the spectator is instructed to turn the top card of 
the deck face up and remember it, fixing it firmly in mind. The cand is then 
tobe pushed, sil juce up, into the center ofthe deck. The deck in turn is to be 
replaced in the card case, flap tacked in, and the cased deck placed on the 
table, Only after the spectator indicates this has been done do you turn around. 

“Picking up the deck (in case) you touch i to your forehead. You then gradu- 
ally reveal the name of the thought-of card; in doing fhis you da not appear to 
make a single mistake. 

The spectator admits you are correct. 

‘Test No. Two 
Removing the deck from ite case you tight the reversed сагі. 

Tis explained that this second experiment wibe a bit more difficult; while 
in the telepathy test just concluded you hod another mind to work with, here 
the spectator will not be aware ofthe selection and you will have to sensa tho. 
Psychometrie vibration of the card itself (1). 

Torning your hack yon ask the spectator to eut the deck a few times as was 
done before, and then to remove the top card This time, however, the card is 
nat to be turned over; instead the spectator is to turn the deck over and push 
the facedown card into the center of the face-up deck. This done, the deck is 
to be turned faco down again and replaced in the case. The spectator performa 
this action. 

Torning to face the spectator. you take the deck as before and touch it to. 
your forehead, Again a card is in a gradual fashion revealed. When the deck 
3s removed frem the case and spread out face down, the face-up carû proves 
to be the ona tke you bave just named. 

dest No, Three 
As before the card is righted and the deck handed to the spectator This time, 
You say, there will be no need for you to tura away. 

Again the spectator is asked to cut the cards as many times as desired: 
Eventually, when satisfied, the spectators asked to turn over the top card of 
the deck. 

Nov you remind the spectator of the Index card and ask that it be brought 
forth and read. In bold strokes of a marking pen is written the name of the 
‘card just decided upon. 





Тшомс 

"That concludes the routine. 

PREPARATION. 
[Before going into the requirements of this routine and the specific procedures 
used to bring shout rhe effects, Jes consider for a moment the basic structure. 

In each case you appear to have the spectator go through the same action 
te make a selectionand that action Itself appear? eminently faiz Indeed ie 
is fai-—although two of the selections aro fairer than the third. 

also, since the actions ofthe selection seem in all important aspects iden- 
tical, the skeptical spectator will try to find a solution that will cover all three 
demonstrations amd since each uses a different technie, analytical efforts 
along this line are doomed to failure. 

Iwill go into presentation aspects, variations of procedure, et, later on 
in this manuscript. For the present 1 will make just one obscrvation with 
this routine! 

thas been dosigned to be the one thing you do with a deck of cards when 
asked lo demonstrate mentalist, It covers the three major phases of ESP with 
‘what [honestly believe are the strongest elloats possible with a deck of card 
thore's Hite point in preceding it with lessor items—and certainly no point in 
Following ic widi due. Sume farther points on this will be given later. 

For this routine you will need: 

© Six decks of playing cards 
An Xeacto™ knife oF razor blade 
» A stylus (or ball-point pen empty af ink) 
e An Index carê 
A marking pen. 
A jar of rubber cement 
‘The Cards 
Les talk briefly about the kind of cand you will be using. 

‘The two varieties of cards used most by magiclans—and some mentalist 
ате the Fox Lake bridge-ize cards or one of he pokarsizs decks wlth Tally. 
Ho or Bicycle backs. | do not recommend either of these for the present 
routine. The Fox Lake back is sometimes associated with trick decks and is 
otherwise not often эсеп among social card players—and the Tally-Ho and 
Bicycle pokersize cards, though somewhat more popular and certainly 
acceptable, are stl somewhat unusual-looking to many people, 

J recommend you purchase your decks in a Woolworth’s or similar 
variety store, selecting the kind of nondescript bridge deck that one might 
find anywhere and therefore does not look as though it was purchased to 
do this routine. 

For technical reasons which will hacome clear as T doscribe the routine, 
‘ew points regarding those cards: 
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1. They should have white bordera on the back; faces should be 
white also, not tinted 

2. Tho beck design should be of a reasonably complex abstract 
pattern in the darker range of hues; aback of primarily solid 
color must nor be used. 

3. The deck must not have metallic (gold or silver) edging 

4. The case must be of the standard end-opening flap type, not a 
drawer model; if possible get a case which has a sample card 
glued on the back. 

Do bear in mind that the routine can be done with just about any deck 
design; am simply pointing out aspects that wil give the best possible results, 

From five ofthe decks remove the following cards: 

Hears: Six, Nine and King 
(Guts: Seven and Jack 
Diamowns: Ace and Two 
Stanes: Three, Five and Queen 

Assemble these into a deck of fifty cards and put them in one of the cases, 
To ne back of this case (Le, the flap side) glue two Jokers, carefully squared 
and back side facing out. (If the case already has a cad glued to it just glue 
fone aaaiconal care above the one already ete.) 

‘We'll call that Deck One} it is now completed. 

From the sixth (complete) deck remove the Queen of Spades and place it 
face up on the table, with an advertising card or Joker from one of the decks 
underneath tto ct asa cushion for vehat folo 

Carefully run the stylus along the four borders of the Queen's picture; if 
necessary you can use a ruler to make an exact job oF it, I this is done 
correctly it will create 2 raised ridge along tho back of the card; though 
this ridge is absolutely invisible either from front or back, you will find 
that if you place itin the deck it is almost impossible not to bring it to the 
tap with Just twa or three cuts 

We're not quite done with the Queen, however with fhe X-acto knife or blade 
You mast scrape a small section in the middle of sach of the four edges—in 
other words you cdge-mark the card. 

This marit should be na heavier than it absolutely needs to be, and this 
requirement alsa applies to the mark you now make in the center ofthe back 
ofthe Queen. These marks shouldbe evident to you without study; you must 
be able to tell with a glance at the deck where the Qucen lies and know 
instantly when it has been eat (othe top. 

Replace the Queen of Spades in the dect, which you now stack in any 
arrangement you prefer; or this routine T 8nd a cyclic stack (5 Stebbins, Eight 
Kings) better than a memorized deck (sach as Nikola), This dane, turn the 
Quecn of Spades fase up, replacing it in the same position, and cat the deck 
sa thatthe facemp Queen isin about the center of the deck, This is Deck Two, 














Таом 
Ме пой turn our areention ta che case that will hold this deck: 

Put fifty-two of the unused cards into the case 
Place iton tho tahle with the fap side up and away 
from you. In the lowerright comer ofthe case cut 
a small window, just large enough to reveal the 
index ofthe bottom cară of the deck. 

Now take any odd card and glue st squared in 
alignment to the case, the glue being applied on 
‘he upper half only. The Tower pare, which conezals 
the window, is if free, but the natoral tension of 
the card Keeps it firmly against the case 

To increase this natural tension you now glue 
another card over the frst, fastening the two cards 
together over their fid surface. 

In appearance the two cases should now be identical 

(Note: If, as mentioned before, the case as purchased already has a card 
glued tit, loosen the lower half of this card by sliding another card between 
ir and the case; lF the card jast enough to cut the window: and then glas 
another card on top of it as described.) 

‘Remove the 'dummy’ cards you put into the case during construction and 
place Deck Two in the prepared case, Deck Two is now complete. 

Write Queen of Spades on the index card and fold it once each way, and the. 
preparation is finished. 

Into one side jacket pocket place Deck One, along with the folded index 
card bearing the prediction; Deck Two goes in the opposite pocket. 

If you are doing this routine for more than one person and thus have the 
opportunity to mate a choice, try to pick someone who seems cooperative 
and-more imporiani- responsive and enthusiastic. If you can find such a 
person it will make the first test of the routine go more smoothly. 

PERFORMANCE 
‘Deck One and the index card are removed from the pocket; tho index card is 
given to che spectator, who is requested to put it away in packet or purse 
‘Without looking at ior the moment. 
Test No. One 
IFI were to ask you to choose a cari... 

‘The cards are spread in the classi ‘Chaoee-s card tyle 

wû ont might think 1 was trying to influence your choice în some tay, or might. 
take a particular card because of is position în fhe spread. Or FT were lo spread 
the cards in pont of you...” 

Here you rlbbonspread the deck across the tdble face wp; run your hand 
fairly rapidly along the spr 
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^. you might decide on a card because of iis color or number, or some other 
mycological appeal * 

‘As yeu sy the sentence above you gather up te ced, square them and 
tu them fice down Since You ae taking lo the spectra, your hand is 
moving dong he spread, and the cards are only л view for vo or tne 
Seconds Uie duplicates wil not be noticed. 

“Therefore 1 wlan oleae he selection entirety to chare; Take е аге и your 
oxen hands and give it good ee? 

Lt the spectator ehe aa thoroughly as hë wants to, but do not let hima 
lips rsen ade 

‘Fine Now square ет ана give йет оле good straight cut” 

You demonstrate the mation with your ande. Ii important ibat you ue 
the phrase ‘one pood aight eut Because If yon tell he spectator t0 give the 
езелеп сизе тау до some srt of ronnie hat wouldnt matter 
bere but twill mater in Test No. Two. 

‘Fine Another cut" 

‘ou do this to make sure he will do it right, and are turning your back ashe 
х 

"Айдин оте тоге. Fine Now tu de top crac vp Пока топит 
i Do you have ду ind? Svc 

"Nou Kop ha ev fue up cd pus ght oe wor center ofthe deck 
quere up the cord Siete deck ino he came on Dhe tabia; Rep iac dum." 

(You have placed the cate on the ble withthe ap side nearast the table 
surface, bythe foreoing dlecions you insure thatthe deck willbe properly 
Griented inthe case) 

“Closa tha flap and ruck tin. Hae you done Dat? Fin? 

You tam around to face the spectator, 

At thle point, of course, what you are going o do pump’ the spectator to 
determine which othe ten cards hes thinking OF 

fore | descr te techniae afew observations 

DMuliplebank decks used in pumping are hacdly new; hough often (and 
ssakenly) called ‘Koran decke_ Possibly because one sich was matkeled 
жайат Al Korn‘ name bth singly and as par of his Direct Mind Control 
outing has ea gos baci at least aa far a RAward Daghawe în 1924 

Mast euch decks no ovile conse o six card repeated zn tes, 
There are pwo basie problems with such decka; Brst, cards aro rry oo 
Er to make a convinen desplay when the Foes are shown and second, What 
few hints ace gen оп ho t pump fcfe propr cad mall anat af 
timple guesswork, which t good enough Consider what can happen 

Tris AED CARD. 
e. 





TONIC 
ITSA SPADE. 
No, 
T'S A NUMBER CARD. 
No. 

By now you Would have eliminated down to three earda if you were using a 
complete deck. Clearly there is no advantage to a limited choice deck if it is 
‘coupled witha technique that loaks to the spectators ike guesswork because 
itis guesswork, Even when you are asking questions, it must look Tike you 
are giving Informatlon—not acquiring it. That's what makes pumping look 
different from Twenty Questions. 

Inthe pumping sequence which follows youdo ask questions but it doesn't 
seem Ike it; and you go by the spectators reaction rather than a verbal 
response. Essentially what you do fsa kind of improvisational acting, 

‘You will learn the basic technique ofthe pump ina few minutes’ study; 
twill, however, take repeated performances before you learn best how to 
‘play’ it 

lease bear in mind that the technique you are about to earn has fooled 
several of the srorld's top card handlers, people who were familar with Hie 
principle but didn recognize it. 

You must at tms point in tne ronime adopt a relazea, confident atitude; 
don't be in any hurry to pick up the deck. Look at the spectator with a sort of 
speculative glance. Let your hand rest on the deck on the table and tap it a 
few times in an absent fashion. Afer a few seconds you will get a little glim- 
mar in yous eyes, as though you are getting a tiny indication of what his 
thought might be. 

Now pick up the deck and touch it lightly to your forehead. Once more 
and now you smile slightly, as though the impression you received a few 
seconds before has Just been confirmed. You look at the spectator again with 
an air of slight amused satisfaction. 

"You're not thinking ofa red cará, are you?” 

‘The inflection ofthis question is asf you're saying, Youre not ming o put 
lone over on mr, ave yon” With this inflection the question cam he taken either 
‘way and interpreted as a correct statement on your part. 

"Tho spectator will respond with a es or na; whichever itis you smile a bit 
more broadly, for your carier impression has been confirmed. This'sells' the 
idea that you meant the question the way they interpreted lt 

IF THE CARD IS RTD: 

You now say: 

"A heari [ono-boat pause) or a diamond: 

Ifthe spectator responds with a pasitive reaction when you saya heart, of 
course you stop there: if not yon continue afer a beat with or a diamond. It 
must seem that you are simply mentioning the two possibilities, so the heat’ 
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between the two statements must be as short as possible; Iit is too long the 
procedure will become obvious. 

1Fthe card is a heart: 

“es... T soe i now., a picture.. in my mind" 

1f the spectator responds to the word picture gp on to name the King of 
Hearts, there is no noticeable response this may nor be meaningful sincs 
some people think of dae Jacks, Queens and Kings aa court cards, and won't 
immediately associate Your use of tho word pizurs with these cards. There- 
fore you continue: 

“T am gering the impression ofa court ard.” 

Again, ifthe response is positive, go on to name the King of Hearts. not: 

“No; tt is fading, T see a mimber of hearts. Think of the number. It appears 
tobe...” 

Here you make a vague looping gesture in the ait: 

JF the spectator agrees you have completed the divination; if ke does not 
respond you continue with: 

“No; iis te a i, Du it is turned around. Oh, of course; you've thinking of the 
Nine нетна" 

Ifthe card is a diamond: 

‘You continue on from your divination of te suit with: 

‘and ef lows value" 

Ifthe spectator respond positively you know he is thinking of the Two, 
and proceed to reveal it any other response or hesitation will stem from his 
wondering if you mean ow numerical value or card-game value, and will mean 
he is thinking of the Ace, which you then reveal. 

TF THE CARD IS BLACK: 

Here we take a somewhat different approach, going for value first 

Andit isnt an even value, either; e an odè value card" 

A positive response indicates the Three, Five or Seven; hesitation indicates 
the Jack or Queen, 

(You make the statement in the form indicated above ao the phrasing will 
echo thatof the negative cast—az now interproted of tha question regarding 
color, making it all seem consistent.) 

fa number card 

“A apade. cora duh" 

As before you pause between the iyo statements 

Wa spade 

‘es... and T see ong, nv, пав fur fue pips 

Tithe spectator agrees, you finish with: 

"Yo, flve—the Five of Spades.” 


Tronic 


fhe does not respond positively you say: 

"But tuo of those are in the corners; the other three are in a row down the 
center... H is the Three of Spades” 

Hack, 

“A maium vals card, yes... The Seven of Cluba” 

Ifa picture card: 

Here you also say: 

ond 

Ву tho response you know iftis the Queen of Spades or the Jack of Clubs 
and conclude the divination accordingly 

‘When you are doing the suit divinstionsitsometimes plays beter to maka 
a confirming statement ifyou get no response on the first of the two possibili- 
ties eg: 

“А hoart... or a diamond... Yes, T fhine it is a diamond” 

Ihave spoken throughout the foregoing of a ‘positive response’ on the part 
ofthe spectator; lest there be any confusion, 1 atm not talking necessarily about 
verbal response, Only to the first question/eiatement as regards color do you 
let him respond aloud; in all other cases you go by his facial reaction (or lack 
ofits: you donate him analy speak ou (Note this partioularly in regard 
to the ‘odd value! and Tow value! questions; iF the spectator is thinking of a 
out card in the first ease or the Ace in the second, you will luas get à 
hesitation; when this happens you can immediately continue with the 
divination without any seeming pause on your par.) Sometimes its useful 
{look off into the distance past his shoulder as you make your statements, 
‘your peripheral vision will catch his responses and you don't appear to be 
Studying him. 

In the hear group, the reason you go for tho King fest—thongh itis the only 
‘court heart and there are two spot hearts is that if you are wrong an analytical 
spectator will realize it could still be any of ten possibilities; if you did it the 
other way you'd have narrowed tho choices down ta three, and the resultant 
divination would not be as impressive. 

In the unlikely event that, presuming the spectator has chosen the Queen 
of Spades, it is later pointed out to you that the Queen is an even vahie and 
not ad as you stated (in two thousand performances this Rappened to me 
exactly three times) you simply say: 

“Really? In that case its amazing that I was stil able to pick up the correct 
thought..." 

‘While in order to cover all the permutations it hasbeen necessary to describe 
the pumping procedure in somewhat lengthy detail, the actual procedure in 
the case of one individual card sounds very direct. For example 

"Youre not thinking of a red cand, are you А Beart.... Yos Toon П now... 
pictum... ihe King of Hearts? 
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‘Now that sounds very direct; and while you may think T have chosen a 
favorable example, in fact all the divinatios will play to fhe spectator as being 
just as straightforward. 

[Now we must backtrack a bit—because while you have been divining the 
spectator’ thought-of card you have switched Deck One for Deck Two. 

low you do this isa matter of your own personal style, but lat me indicate 
some possibilities 

When used to perform the routine roma standing postion, 1 would simply 
take the deck—touch it to my forehead —and deap it into the pocket where 
the other deck ay; this was done with an air of suggesting thal the deck was 
‘ofne importance. Ata later point bat before ne divination was completed 
T would take the deck back out, touch it to my forehead again (1), and toss it 
onthe table, 

"The reason this action will pass in this context ìs that the spectans dont 
know that yox are going to do anything more, so the deck loses some of ta 
importance. 

Ifyou are scaled you can use this same procedure, though it does not play 
quite as well 

Other possibilities might begin with getting Deck Two into vour lap: from 
there you could switch decks in the action of adjusting your chair—yon could 
use a Slydinike ‘learchack’, etting your hand drop into your lap momen- 
tarily—you could scoop Deck One from she table into your ap, revealing Deck 
‘Two that was previously edge-gripped—you could do afull-deck version ofthe 
Guyatt Exchange! you could do a propelled lapping switch a la Rick 
po 7 

if these suggestions aren't sufficient, you'll find a whole chapter of 
‘methods in George Sanderson's Tis CONCEALED AKT OF MAGIC, 

‘The one eracial point regarding the switch is that it not draw any atten 
tion to itself; this should be your major consideration in deciding which 
switch to use. 

‘We will cover those situations where the Queen of Spades happens ta be. 
chosenat the conclusion of the basic description for now we vill assume the. 
Queen of Spades has nabean chosen. 

esi No. Tuo 
You're now holding Deck Two; remove it from the case, turn it face up and 
begin to spread the deck as you talk shout the problems of clairvoyance- that. 
while you had another mind to work with in the first test, this test willbe more 
йс ав уор have only the vibrations of ihe cards 4nd the peyckometric 
reading of ihe spectator's touch to guide you, 
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As you talk you spread the cards face up until you come to the reversed 
card. Take the face-up carda in your right hand away from the rest ofthe deck 
and place them on the table, flipping them face down with your fingertips 
as you do so. Let the facedown card drop from the left hand onto the cards 
on tho table—and finally, arning the left hand palm down, drop the cards 
it holds onto the rest of the deck. As a trial wìll show, this appears a very 
reasonable way of righting the reversed card, and yet thero is ne danger 
of showing its face, 

Trilsogivesyon a chance to show the faces of the cards In a leisurely fashion. 
without making a specific point of it. 

You hand the deck back to the spectator and tell him to cut the carda just as 
he did before. The spectator does this and you turn your back, telling bim to 
cut them again. And once more, 

“Now listen earefully—without looking a the top card I want you to tke it 
from the top of the pack—turn te pack face up—and push the card right into 
the center ofthe pack—make sure you don’t get a look ati 

“Square fhe cards—and turn he pack face down. Slide it into the card case as 
ou did before, end close the flap. Don? Excellent * 

This handling, replicating that in the first test, insures that (a) the deck 
ville properly placed in the case and (b) tho spoctater vill not Inadvezt- 
спу look into the case—though he would be unlikely to notice the window 
ithe did, 

(tis important to use the verbiage above exactly as given, in which you 
first tell ve spectator not to look at the card and then tell him what action to 
take with it. IF you began by saying, “Take de top cad... itis quite posse 
that by che time Jou said, ^, and without looking att. “the spectator would 
have already looked.) 

You tarn around and pick up the case; this is done Ina partieular manner 
With the window sideup, your right hand grasps the deck by thë second, third, 
and fourth fingers at the bottom of the casc and the thumb at the top (Tap) 
end; in a manner of speaking you are holding the deck upside-down as you 

pick tup. Your righ forefinger rests 
on the corner ofthe cover-cards just 
shove the window, You touch the 
deck to your forehead and as your. 
hand comes down from this action 
the forefinger lite the corner ofthe 
cards just enough for you te spot the 
index ofthe bottom card ofthe deck 
through the window. 

From this you are able to calculata the next card in the stack which is of 
course, the reversed card 
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You do not simply announce the name ofthe card; after all, you've just 
told the spectator that this is more difficult than the first test. Therefore 
you pattern your revelation along the lines of what went before, with 
perhaps a shade more confusion: 

"R isnt a red cand this time, ether A spade ar a clue... think iis a club. A 
umber ead... Even... yes... The SIX no... hê Bight of Cuba" 

‘You remove the deck from the case and either spread i yourself ox hand it 
to the speciator to check; the reversed card i located and sure enough is the 
card you named, 

(Note: when the card is shown, act abit pleased and relieved that you are 
correct. Afer all, f you were really clairvoyant you would probably not knoe 
you were correct until this momento play it this way.) 

“Test No. Three 
“Fine; now one last test. Give the deck another shuffle” 

This slight stressing af the word another will subtly suggest to the spectator 
that he has been shuffling the deck every tire, instead of Just before the firat 
test and this Final test 

“1t wont be necessary for me to tum way back this tine youll understand why 

Al his point look atthe deck as the spectator holds it, and locate the Queen, 
of Spades from the edgenmarking. It may, infact, be on tp. I it is not, your 
procediare wil vary slightly depending on approximately where iis located. 

IF AF ABOUT TIE CENTRE: 

“Give the desk one straight cut” 

‘This will usually bring the card to the top; if it doe not, direct him to cut 
the deck brice mors; this will bring the Queen of Spades back to the center 
and hopefully this time to the top. 

IF ONBFOURIH FROM TITE TOP Ok BOTTON: 

“Have the spectator rifle shuffle the deck again; this is, you explain — 

“Tu make se they ave realy mined thoroughly 

‘This will bing the Queen of Spades to the center; you then proceed as above. 

IF A FEW CARDS FROM TICE TOP OR WOTTON: 

Have the spectator shuffle again ‘to make sure they're mixed; this should 
bring the Queen of Spades inio one of the positions above, from which you 
proceed as indicated. 

‘Once the Queen of Spades is in he center of the deck, one or three euts 
should bring it to the top; if this doesn't happen, then the styhus work on the 
card will have to be strengthened 

When the Queen of Spaces has been cut tothe top—and you will know this 
bythe marking on the back you direct the spectator o turn over the top card 
About half the time the spectator will have forgotten all about the index card; 








Тиомс 
when, at your direction, he now takes it out and reads t, tha taok on his face 
wil form a fitting climax to the routine. 

+ 
Thave specified the Queen of Spades as your prediction since itis entirely 
possible chat it may be chosen in the first or second test of the routine; if this 
happens it means that you can end the routine right there by having the pre- 
diction revealed, and/or at the beginning of Test No. Two you can show the 
reversed card to be the one itis supposed to be—sublle proof that the deck. 
has not been switched. 

Ifyou do not wish to do this and use a card not among those in Deck Two 
as your prediction, the only stipulation is that it must, of course, be a court 
card.-so the border design will conceal the indentation, 

(Chisis, incidentally, why Tspecified adesign back a solid color would, at 
the wrong light angle, reveal the ridge quite clearly.) 

IF you are familiar with Phil 
Goldstein's diveswiteh’, you may 
employ it by having an envelope 
bearing rhe prediction in your in- 
side coat pocket; the deck to be 
Switched їп rests in the outside 
jacket pocket on the same side. 
You donot hand ext this prediction 
atthe beginning; instead, after the 
divination in Test No. One has 
been concluded, you mention you 
have an envelope which concerns 
something that may happen later. 
Deck Ono is in the hand on the 
same side an the pocket contain 
ing Deck Two; your other hand 
reaches across your body and 
opens your jacket, indicating that 
the spectator should remove the 
‘envelope; you may also have to 
direct this verbally, 

[As this is done you have considerable cover to drop the first dock inta your. 
pocket and pick up the second, using the Goldstein technique. 

Regarding the prediction card 

‘You may feel abit uncomfortable about leavinga galled card around—even 
one with a gaff this subtle. Here are a couple of ways around that problem 1 
have used when L thought the situation warranted it 





"Found in his Rep Book OF Matras, page 1. 
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Using the index card prediction—when the prediction was sean to be 
correct picked up the Queen of Spades, kissed itas ifin relief, and put it face 
outward into my jacket pocket (handkerchief pocket); this would usually get 
laugh or a chuckle, and a few moments later L would remove the card and 
drop it on the table with the rest ofthe deck. Actually, of course, I removed a 
duplicate ungaffed Queen of Spades. 

‘Using the envelope instead ofa written prediction пайа matching Queen 
of Spades to act as ће prediction. After the two cards were shown to match I 
simply put the gaffed card back (2) into the envelope and let the ordinary 
Queen with the dock, 

‘As long as I have brought up tho subject ofswitching out a gaff, there may 
be those who would like to leave an ordinary case on the table. Personally 1 
don't think this is necessary, but if you do there's nothing to stop you from 
preparing a third case and having it ready to switch in—or figuring some way 
of gotting Deck One ont of its case and using that case forthe switchein, Ie 
really Isn't worth the trouble. 

Once you thoroughly understand the technique behind the pumping system 
you willbe able to ke those extra cards and make decks with different banks 
often, One simple way would be to reverse the colorsin relation to ho values 
eg, Sx, Nine and King of Spades, Ace and uo of Clubs, elc. bat thoro are other. 
approaches, Don't de this until you have mastored (and T mean mastered) the 

stem given here ~and when you de use variations, remember which deck 
you're using! 

The fivebank dock can, of course, be used on its own—in a stage routine | 
have sometimes used IC av a leat-in to a two-deck coincidence effect 
(employing a switzh) andalso in the previously mentioned Koran Direct Mind 
Control sequen, 

Phil Goldstein suggests, as an alternate handling of the third test, that you 
bring the Queen of Spies tothe top of the deck and then guide the spectator 
through the cut-deeper forc, This may be especially useful should things for 
some reason go awry in the [inal phase of the basic routine. 


CREDITS 
Though oñen connected with the name of Koran, and less frequently with 
hat of Audley Walsh, the multiple-bank deck was described by Edward 
Bagshawe, as mentioned earlier, in 19243. 1 have even heard that Hofzinser 
may have used something of the sort—bul, historical reconstructions notwith- 
standing, very lile can be credited to Holrinser with any certainty, 

‘The particular cards T use had as their nucleus the five-card Peychorcona 
group created by the brilliant Gene Grant ta those T added another ive and 
expanded the pumping sequence. 








The Magicians Dream in The на, о. 43; page 298. 
Joco A Spit Distaton Mystery im his EXCL Pace Iv MAGIG, page 42 
*Prvourn’s MawTAL KEY, poe LS, 
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nterscingl, i is 980 book, PHANTINIS INCREOIIUS MENTAT SECRETS”, 
Grant describes a Ge bank deck ung wo groups of five Peyctorama cards, 
an ingenious subtlety is used to determine in which group Uhe spectators 
card lice) 

Revealing reversed card in the center ofa deck by means of astackis the 
invention of Annemana? Iti not known who frst thouht of combining this 
vith awindow cae; such cases had up to then been used with the venerable 
XRay Deck. 

The particular case Gescrbed her s, ionic enough, the invention of 
Al Koran, and may be found im an car Gen 

“Theridged card here desrined canbe fund in Hines Gkharen Masi 
Hillard eedis tt Jontay. To the beat of my knowledge it has nat been used 
in te manner given вете 


Trage 38. 
cc Dua! Smparhy Y i SICH! ITE A SECRET, pgs 2A 

PA Clear Cae of Clics, Vel. 10, No. 10 Sd 1085 page 2A 
эне ал. 
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CROSS-REFERENCE 
For another application of the pumping sequence used in Trionic see: 
Halimark- pago 522 


OMNIMANCY 


[1981] 


IN THE LITERATURE of magic and mentallsm aro to be found many routines 
with a doriunetelling premise, 1 gut the word in quotes because most such 
routines turn Out to be card tricks or mental effects with forunetelling praps— 
bat with no actual fortuaetelling going on. 

So let's be clear about what is to follow; thase are techniques and proce- 
duces to be used în giving an individual spectator a reading, Thay aro based 
on magical and mental principles but are here specifically applied to the 
problem of giving an answer to a speclator's unspoken question. What you 
are going to read is not theory its som my own experience on a professional 
basis as a fortuneteller. 

The people for whom I did my readings did notcome tosee a magical effect, 
or to hava me read their mind. They came because they had a question in 
their mind and they were searching for an answer, They were serious; and 
the bosiness of fortunctelling is a very serious profession indeed. 

What do T mean by that? Simply this: in nearly all fortunetelling situations 
‘the subject tenda to believe what he or she is being told, regardless of how 
skeptical he individual may appear tobe. There isa certain something in the 
mystique of fortunetelling that by some means bypasses the critical faculties 
of even highly intelligent and sophisticated subjects, 

Ofcourse there are erceptions—and certainly izis true that no one will tike 
seriously a purported fortanetelling routine chat turns out tobe a framework 
forascrios of jokes or gags, or something that is quite clearly a card trick (the 
sortofthing where tho subject ends up with four Kings and you tell her she's 
going to have a marvelous future). There are also a fow poople who simply 
have nobeliefin any kind af fortunetelling or other occult subjects; since they 
are unlikely to be the focus of a reading they do not concern us here. 

Teshould be noted that-except in the case of the out-and-out comedian or 
comedy magician—performers who begin routines in the gulse of fortone- 
telling which rapidly become gags or eard tricks will ind that such routines 
tend to fall lat even when they engender a brief laugh. 

Why? The obvious answer is that people are more interested in having their 
fortune told than in seeing a card trick—but it goes far deeper than that. 
Fortunstelling is serious and vecy personal; a subject looking forward to this 
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“ind ofexperience and geting something different and much less willbe fully 
as insulted as a person who in good faith goes on stage to assist à magician 
and has an ogg broken on his hand through a bottomless glass. 

This means that you cannot approach a fortunetelling routine aa you might 
«card trick; this is not an area for dabblers or dlettantes. People are going to 
believe what you tell hem if you do.agood job—and I presume you don't rant 
to do a badi job. 

That brings us to 2 key point: responstbiliy You have to realize that your. 
subject Is looking to you for help, and is likely to act on what you say to a 
greater or lesser degree —and you must thereforebe responsible lor what you 
say. In Step Eleven of is THIRTEEN STEPS То Мехализм Tony Corinda points 
fut that ‘you are dealing with peoples lives, not a dead pack of playing cards 
and to the degree you interact with them you have to accept credit or blame 
for what happens. 

At this point some of you may be thinking, “Hey, weai a minute, fhis is all 
gelling pretty heavy. AIT want to do is ontertain people, give them a few laughs, 
ammuse them—maybe mystify them. T don't want to get involved in their tives” 

‘That isa perfectly acceptable polntof view to take—burifthar’s your view- 
point thea stay away from fortuneelling; hore s no way tt can be impersonal, 
no way yon can stay uninvolved. kven a badiy delivered stock reading is going 
tohave an effect an the subjectand what happens subsequently will to some 
degree be your responsibility. 

Do understand that fortunetelling is not primarily a medium of entertain- 
ment, though oñen sold as such. Dane with a sense of ethics and concem, it 
is basically a mixture of counseling and social work draped on a framework 
of mysticism. For this you need a background and training in subjects more 
intricate than double lifts and billet switching -and if you are not willing to 
devote the necessary time to acquiring the requisite knowledge it willbe better 
for you (and for your potential customers) if you focus your energies on less 
hazardous areas of mystery 

It may seem strange that [lay so much stress on ethica in a discussion of 
‘oriunetelling particularly ag many magicians look down on itas some sort 
ûf sleazy con game on a love] with fake mediums. Indeed, the famed Magic 
Castle does not permit fortunetelling to be dane on a formal basis (some what 
ironie in view ofthe fact that William Larsen, Sr. created and often performed 
several of the very finest fortunetelling sequences). 

Well—sometimes fortunetellingis con game, a racket;but this cam be true 
in any area of endeavor. Ihave even heard of people who collect a fet" items 
‘of magical apparatus and then, without any kind of formal taining or experi 
enon, hire out as professional magicians... 

{is also said that fortmetellers should not deat with the real life problems 
‘oftheir subjects, hat such things arc better let to ministers, social workers 
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psychologists or psychiatrists. Tn response to that it night be said that ifeuch 
professionals did their job there might not be any need for fortuneiellen— 
but the res answers are somewhat more complex than that: 

For ane thing, no particular ‘schoo!’ of psychotherapy, including psycho- 
analysis, has ever been shown to have any statistical validity whatsoever. 
Individual therapists have achieved consistent good resus with thei clients, 
arat in no way is his connected with the Delief-system they use, be it Jungian, 
Freudian, behaviorist, Rogerian— whatever. The Rorschach tes, widely used 
{inclinieal and private practice forhalfa century, likewise has filed to produce 
any evidence that it works! The point here is tha her is no reason to suppose 
that Rorschach cards or Luschor Color cards ane hn any way more valid than 
‘Tarot cards. When you are trying to help someone it is you that's important, 
not the tools you choose to employ. 

'A related thesis is that fortunctellers are supposedly not quite as 'respect- 
able’ as professional mental heath workers—and perhaps, from the standpoint 
ff the upper middle class, this may sometimes be «tue, From an economie. 
Sandpoint however, the simation is ess clear; while an unethical fornmeteller 
‘might ‘case’ a ellant (Keep the client returning for larger fees) and eventually 
gblain several hundred dollars, a psychoanalyst might woll have a parson as 
a client lor several years, at thousands oF dullar per year—and, as indicated 
bove, the doctor would find t very difficult te prove he or she had benefited 
‘the clients to any greater Gegree than a teader/advisor though costing them 
a helluva lot more, 

Ofcourse there are rotten apples in fortunetalling, because thore are rotten 
apples everywhere and fortunetelling is not an exception to that rule, Thore 
dread policemen, but being a policeman is nota bad thing; the same is true 
‘of most other professions including fortunstelling. 

‘Most importantly, however—and here again | mauststress that Tam speaking 
om direct experience many, perhaps most of the people who come to 
forsunetelers would not goto a psychologist or psychiatrist, not only because 
they can't afford the rates, but because to them fe would seem as though they 
woro admitting being ‘crazy im the head! Also, the only place they are likely 
to have encountered psychotherapy is in a hospital or clinic setting, hardly 
an deal experience. If they have з minister, there are a number oF problems 
they simply are unable to discuss with him or her—and if they're in an 
economic class where they encounter social workers, often the social worker 
isfar too overworked to help or there might be a conflict of interest. 

‘That, in a very compressed nutshell, is why your clients dont go to the 
above-named sources for help; but why, particularly, do they come to you? 

Thebasicappeal—and raison dëtre— of fortunetelling (as indeed of question- 
answering mental acts) lies in the thesis that you prove you have mystical 
Powers by discerning the client's unspoken question; therefore the answer 
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you give to the question, presumably employing those same mystical powers, 
has a greater value than would be the case if You gave exacily the same 
response in the persona ofa counselor or therapist. 

Here we have another important point: because you are presumed to have 
knowledge beyond ihe ordinary, your clients are not only going to believe. 
‘you—they are going to act on what you say to a much greater degree than 
they would the same advice given by an ordinary mortal, Your responsibility 
to your clients, therefore, is correspondingly greater, 

One more thing; it may be said that since you might use some subterfuges 
and deception in your worka secret peeke at awritten question, for example— 
you cannot possibly be operating ethically since you ae deceiving the client 
as 1o what is actually happening, Also it may be remarked that the use of Tarot 
Carda, astrology, Palmistry, ete. is just preying on the superstitious nature of 
your client 

“To answer these objections we may point out that physicians use placebos 
(ugar pilie) to calm thoss who think they need a wonder drag, and other 
examples of ‘approved use of deception could be given. As far as Tarot cards, 
ete, are concerned—it isby no means certain that such systems of divination 
are valueless; indeed, it would be dificult to show them to bo less valid than 
tha séoromonionod lorochach blot 

have gone over these ethical concerns at some length to try to demon- 
strate some of the fallacies that He in objections fartuncteling, What itcomes 
down to, finally, is your intent if you want to rip people of, exploit them, 
‘endanger them for your personal gain, you can probably do that with 
foctunetelling 

++: butif you want to do soms good for some people, help thase who perhaps 
couldn't (or wouldn't be holped by anyone else, save some of your clients 
froma good deal of sorrow and pain, perhaps even saved life here and ther 

You zan da that with fornmatelling, Something to think about, is't it? 


INTERLUDE 
1 made mention cartier of how fortunetelling scems to bypass the critical 
faculties, To illustrate, this brief ancodote: 

A few years ago 1 attended a party; among the guests were a number of 
professors and other tcachers and instructors from various west coast 
Universities, Also in attendance was a wellknown magician who enjoyed a 
‘worldwide reputation for his abilities asa fine close-up performer Hiseffecis 
met with an interested and appreciative audience —but when one of the 
professors mentioned having made astudy of palmistry he was immediately 
besieged by almost everyone atthe party. As the professor gave afew readings 
his subjects hung on his every word. 

Tthis was the reaction ofa group of people who were better educated, more 
skeptical and indeed more Intelligent diur: Uhe average, we can safely assume 
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that tha nsnal subject ofa fortunetelling reading is going co take it very seri- 
ously indead 

A PRO'S VIEW 
Some years ago I met a master ‘scope worker; though he was in his late sixties 
then, he may still be alîve and active—and therefore Twill only identify him 
by his initials: DD. 

Most of DD's work was done in dime stores, but it was unlike a usual pitch 
їп that he did not seek to build a large ‘tip, or group of potential customers. 
Instead, his method was to do continuous readings, using the center tear; the 
reading was ‘free’ but to get it the customer had to buy à Sun-sign horoscope 
and Solar Zodiac tick-shect (then available from their publisher, Nelson 
Entorprises), Though his technique was specifoally geared to the dimestore 
situation, here are points n his work which any reader or fortuneteller can 
study with profit. 

Torhis centertear DD useda siinch square af cheap yellow paper, a three- 
inich square box in the center was surrounded with words like love, money, 
health, maval, chidren — possible subjects før questions. 

His center-tear, executed at a brisk paco, was done without any careful 
iningup of the pisces, and without looking at fis hands, He was not doing 
a papcracacing tricl but reading a mind, and tho papor had ocrvod itc 
Purpose as an ‘zid to concentration =the pieces of paper were now simply 
garbage with no further importance or need for attention. 

‘On completing the tear DD handed the pieces—minus the center, of 
course—to the client and asked her to drop them into the vase, This vase had 
anarrow neck, anå therofore tha pieces once dropped in were safe from prying: 
eyes or hands, By the time the cliont's attention had retmrnod to him DD had 
opened the center below the countertop; ke proceeded with the reading, 
‘marking off characteristics on the tickingsheet as he Gid so, 

nis privateveading work DD used similar techniques, except that often 
he would have the client write two question-slips and fold chem together. Aer 
the tear had been executed and while the cient was depositing the fragments 
ona napkin DD would walk to a table behind her to get a ticking-chart; during 
this Journey he would read the two centers and give them some additional 
tears. In wrapping up the pieces in the napkin those piecos wore added; later 
he might do a graphology bit using one of the fragments with writing, or just 
Rave the client take it home with ber. 

Now for an angle which, before my original article on DD which appeared 
Jn Magick’, had naver heen in print. 1b his ‘store’ clients and many others 
DD gave business cards, often he woul receive phone calls from thove who 
wanted private readings. L was present when one of those phoma calls came 
dn, "Who is this?” asked DD. “Miss Johansen? Ah, yes, may dear, 1 seem to get a 





"io. 167; Nov. 25, 876 page 136. 
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vibration from you -concentrate on your first name fyou would..." Ashe talked 
DD opened one of several small card files; within, arranged alphabetically, 
by name, wers all the centers for the past week. There were two Johansens; 
DD pumped for the correct one and proceeded to tell the lady her birthdate. 
‘could hear the gasp coming from the ether ond of the phone line, Imaginative 
readers will be quick to grasp the possibilities af this system. 
APPROACH 

Let's begin aur discussion of specifie technique withthe string ofthe reading. 
Foral practical purposes this divides into two areas of concern: those situations 
where you have control over what the setting willbe like—your home, a private 
office, a ‘paychie far’ where you can set up your own enclosed booth—and 
‘hose situations where you're pretty much at the mercy of the person who 
“has arranged for your appearance— parties, dinners, some (but not all) restau- 
tant situations. Obviously the firat kind is better lots sec what we can do 
sith it, and how we can adap seme oF these concepts to less ideal situations. 

Thesetting bogins with the props you choose to use; your selection of these. 
in turn is detcemincd by the kind of frueteller you choose tobe. However— 
whether you use Tarot cards, a regular deck, astrology, palmistry or tea-leaf 
rearing it is mast important to have some interesting and intriguing object 
‘a use within the reading process. It gives the clients something to look at, a 
place for them to focus their tention while you focus your attention on fem. 
“Too, the use of some ind of device in ths reading process seems to make It 
more real, more legitimate, not just ‘all talk”; here yon ara specifically not 
working ав a psychic as such, who might not be expected to use any props, 
‘burasa fortuneteller: People get their ideas of how a fortuneteller should look 
from fims and television, and in this particular area of mystery it is best to 
go along with their preconceptions. 

This brings us, for the moment, to another polnt—your dress. Obviously 
this will be a matter of personal taste ta some degree, but do remember that 
‘youre supposed tobe something more than an oxdinary mortal, perhaps even. 
‘abit weird (), and therefore a bit of theatrical flamboyance is not only 
aecepralo bur appropriate. 

On the other band, a fortuneteller is generally imagined to be somewhere 
‘between a psychic and a performer—so, unless you can carry it, don’t step 
over the line into something that fs obviously a costume. Let's put it this way; 
if you're in a group of people and someone is teld there's a formneteller in 
the group they should realize you're the one...1 

‘The only major requirement of your surroundings is that they provide at 
least a degree of privacy. While this isnot essential~indeed, in one tea-room 
where T worked the tiblas were so close together that a client heard not only 
her own reading but that ofhalfa-dozen other peaple—it is by far the prefer- 
able situation for any serious work. (Later in this section 1 will show how to 
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deal with a group of people.) I have made a point of insisting on privacy in 
doing readings at private paries, and have neverlost an engagement because. 
of'it; indeed, I hink my seriousness on this point (and 1am quite serious about 
1) as impressed the prospective booker 

Atmosphere is important in setting the sceni, both literally and figuratively 
Literally û bit of incense in a strange and ornate burner (nut not too much; 
you don't vant to drive your client to seek fresh air). Figuratively—as with 
Four clothing, a touch of the mystical. In your own home you can go all out, 
either throughout the house or in a room or curtained alcove: occult prints, 
figurines, books and strange hangings. In a booth or similar venue you are, 
ofcourse, somewhat more limited, but even here as simple a thing as the 
table-covering oan add tothe effect you are trying to create; perhaps a red- 
sslleshrouded lamp or a flickering candle. 

AN of this, while it may seem obvious, is not unimportant; What you are 
‘ying todo is give the clienta feeling that she or he isina strange world where 
the impossible might happen—your world, a world you know and through 
which you will guide them, On a practical level, if you can successfully creato 
thiseffect in the mind of your client itcan cut skeptical resistance—and your 
‘problems—In half. 

rofaccinnal forinneteller usually come to their profession by one of two 
paths: for mast of them iia family business in some way or other, anda few 
Come from the anke of magic and mentalism. Ive noticed onc mistake made 
Consistentip by thia later group, possibly a carry-over fror thelr performance 
work: they talk too much. 

Now—if you have gone to all the trouble of Icarning a good stock reading, 
and farther developed the technique of inserting htle specificsituation 
paragraphs into it as required, it cam be very annoying if the client keeps 
interrupting you to tell you a problem; thati fe. is well to remember that 
"most of the people whe go to fortanotellers are there to talk as much or more 
than to iaten. Often all they wantor need isthe friendly ear of someone who 
‘seems to care about them. 

which is why Ewent into that long songranid-danos regarding responsi- 
bility; you may be there to make a living, yes, but you should also be there 
because you d care about them. 

‘A great deal of ingenuity has boon expanded on ways of finding out what 
question is in a client's mind; you wil, in the latter part of this section, learn 
some intoresting and believable ways of discerning a clan's thought. Tt must 
be understood, however; that this aspect of fortunctelling work issecondary — 
itis, as [have indicated earlier, only the convincer that assures the client of 
your abilities Once that purpose has been served, further mystification for 
its oven sake is pointless, 

Indeed you wil find that—ifyou're goodl—you get a considerable percant- 
age of your business in repeaters; these people are by dofinition certain of 
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your abilities, and will for the most part prefer to ask you questions verbally 
and directly. 

Incidentally— this problem of repeat business is one thats rarely touched 
‘on in manuscripts pitching the idea of stock readings; viously, if you have 
only one set reading that bears ro specific relation to the person you're working 
with, you willbe in abit of trouble when they come to you again and wari to 
hear something new. 

Stock readings and set pattar lines may work in places like carnivals or 
poychic fairs—places where you bave never worked for a specific clientbefore 
and are unlikely to see him or her again—but if you are in a fixed location 
stock readings are not realy practical. This is quite aside from the fact that 
they have zero information content and are unlikely to help your client or 
give yor: any feeling of accomplishment, 

Moteover-contrary to what you may have read elsewhere—clients who 
patronize the same reader are likely to discuss what they've been told with 
‘cach other often in considerable detail, stock readings will quickly become 
evident, and you will have lost to or more clients—-deservedly co, The making 
ofa fortuncteller’scareeris largely by word-of-mouth publicity fom favorably 
impressed clients; that career can be rapidly unmade in just the same way. 

ON the basis uf dhe above unten yvu wil hady be surprised w arm. 
that T don't recommend any of the currently available stock readings, even 
the two that are based on the vaunted Forer porsonality profile. It is no more. 
ethical, practical or acceptable to use preprogrammed verhiage in a frame- 
work of fortunetelling than it would be for a psychiatrist, a minister or any 
other such counselor to do so. Same such professionals do—but they are no 
credit to caer profession; | presume you would like to be a credit io yours. 

‘Similarly, much of what has been written within the fld of mentalism 
on how to classify people and gain information from their appearance is 
hopelessly outdated; many of these books were excellent for their time— 
‘bot that time was anywhere from forty to sixty years ago. Much has 
changed. On the media level we have television, which in the past several 
decades has brought at least a vencer of sophistication to oven the smallest 
towns and villages, bringing în turn at least a surface skepticism. There 
have been massive social changes; ifyou assume thata client talking about 
4 romantic problem is referring to the opposite sex, in a significant percent 
age of such cases you wil be wrong. 

Phil Goldstein has discussed this point in thc Bonus Insert of Magick, No. 
181; prior to that article the subject received virtually no attention. 

‘Many books on the technique of fortunetelling—even some current ones— 
recommend that you read books on body language and ‘psychological mot 
vation’; while this won't de you any harm, itis well to remember twa things: 
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much of what is contained! in such books is not proven, and the little bit that 
is proven is valid only ina statistical sense (Le, while it maybe truc for most 
people—or that mythical creature, the ‘average penson’—there’s no way of 
telling that it's true forthe client sitting across the table from you). 

Ie is true Guat you can sometimes acquire information from physical 
evidence which hasa high degree of probable accuracy. (wrote abook several 
yearsago— PsicHoLoGISTiCs- which had a chapter dealing with precisely this 
technique for gaining information; related techniques willbe described here 
In the PSYCHOMETRY section immediately following.) Your best source for 
information on such techniques willbe found in the crime/criminology section 
of your library or bookstore; criminalistic, crime scene examination and. 
investigative procedures will provide you with some useful hints on how to 
Jearn about your client in subtle ways. 

‘You will find such books to be far more valuable to you than most character- 
teading tomes constracted along psychological lines; the information you can 
acquire from use of investigative techniques is far ‘harder’ than that of 
personality analysis. IF you tell someone they're trustworthy, loyal, helpful, 
courteous and kind, its one thing—but if you tell them they've just moved 
nto à new house and recently lived in à coastal town, thats quite another 
Say ari practiea afi tarhniqnec and thought-praceses oF the invantigator 
vil make sach things possible for yov; certainly it won't be easy, but what 
that's worthwhile is? 
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ema his routine tna slightly altered version of the original, which 


Thave been doing for aver thirty years and which appeared 
in Ger 

TII describe first the version I now use—with the Tarot 
cards and Tater give some notes on impromptu use with A 
regular pack. 

A Rider alte Tot pack is sed; yon? also need some blank- 
facad cards of the same stock (these are available in many occult 
shops) These blanks are trimmed at the corners to malte thom 
into key cards; only one such card is used in each performance 
of the routine. 

‘You show the deck and remove the blankefaced car 
dient i asked to think ofa question and jot down on the card 
‘a word or phrase to symbolize it for concentration purposes! 

When this hasbeen done the client is asked to Insert the card 
face down anywhere in the face-up pack. You talk a bit now 
about the properties of the Tarot, and as you do you casually 
give the pack a number of tabled cuts; these are perfectly 
Tegitimate. Eventually yox pic up the deck of eards and turn 
it face down Important, you do nat look at te cards or appear 
to take any notice of thom whatsoever. 

Your right thumb, at the rear ofthe pack, locates the corner- 
shorted question card; you release four cards on top of it by 
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‘thumb counting and ent the pack st this point. Complete the cut, The ques. 
tion card is now fifth from tho top oF the pack, face up. 

You explain that you will do what's known as the Trad reading; three carde 
only, representing Pas, Present and the Future. Deal one card from tha top of 
the pack and turn it face up as you place it on the table; this card, you say, 3 
the Past. The next card is dealt fico up a few inches tothe right, and you explain 
it symbolizes the Present. 

Your right hand returns to the pack and prepares fora double lift. “Now this 
last card represents the future..." As you say this you double lift and tilt the 
inner end of the two cards upward, holding them as one and turning the 
underside ofthe double card 
toward you, the outer end of 
the deck is raised a bit, tip- 
ping the top of the deck 
toward you. The action is 
that of opening a book, the 
front end of the pack being 
the ‘spine! Apparently you 
now glance at the face of the 
гат yn hau find slightly. 
from the pack; actualy, oF 
course, you glimpse what tha 
client has written. 

^, but” you continue, Tm nat going to tet you see that just yet” The cardsare 
replaced as one on the pack as you pause for a moment. Lets deal with the 
past and present first” 

The top cari is dealt face down between and slightly tothe rear of the other 
two cards to form a triangle. 

(Ivo points: irs~ the Rder-Waite pack docs not have white borders, o in 
all dealing it is critical to keep the deck squared; second—in dealing the Futur 
‘ard tothe table you may wish to glimpee it, because if it happens to be a card 
of bad omen or unpleasant appearance you want a lite time to figure owt 
how o justify it) 

“The pack is now casually cut, the out is completed and the Tefthand setsit 
aside—turning the pack face wp as this is done. 

You now have the information needed and can go through the reading in 
whatever manner suits you 

With regular playing cards this is an excellent impromptu routing; have the 
dientas one of the Fours, which have a large area of white space in the center 
You could, of course, bend and break the corner of the card to make it a key 
as in the Tarot routine, but there are so many single-card controls available 
‘that this às hardly necessary. If you can locate a white-hordered Tarot deck 
you like, the handling will be much less critical than with the Кадаган. 
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Sa Thove ate those who, for ons reason or another, may find it diff 
eult to Koop the cards porícotly aligned which, in the Tarot 
version, Is essential. Here is an alternate handling: 

The client, after writing the question phrase on the face of 
‘the blank card, 1a asked To 1nfrl Yeon tae Buck; she Wess puts 
this question card anywhere in the pack inserting the card face 
down in the facedown pack. 

You locate the short corner on recovering the pack, and let 
four cards drop on top of his question cand; the pack is cat at 
this point, bringing the q-card то ВЁ from the top. 

‘The thvo cards for past and present are dealt out as in the 
original routine. You now obtain a break below the question 
card (easy because of the short corner) and- telling the 
spectator you won't show her the Future card quite vet- call 
three cards as ons and tilt ther toward yourself the action is 
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similar to that in the original routine. Hore, however you are now looking at 
the face of the question card (lowermost of the three held as one) and the top 
Df ihe pack need not be tited, as here it is innocent. In doing this action tilt 
the card(s) up with a quick motion so they are flat on to the spectator—so that 
tho triple thickness cannot be discerned—and replace them in the same way; 
‘brief glance is all that is needed, and it should seem as though you were 
simply toying with the carús to illustrate a point and attached no importance 
to your actions, 

‘The three cards, stil held as one, are replaced on che pack, and then the. 
top card is deat singly face down to the table. The card now on top of the 
Pack conceals the initialed back of tho question card and all seems fait 

As before, you out the pack idly (putting the question card somewhere in 
the center ofthe deck) and set e asic as you proceed with the reading, 


MuTAROT 


Sm mentioned cartier that 1 would give you a method for dealing. 
with a group of people. Usually the situation that occurs is that 
you're at a party or some such place and the word has gone 
Around that you're a fortuneteller; suddenly you finå halfa- 
‘dozen people around you, all wanting readings. 

What do you do? 

Wil you could give them each an individual reading, if you 
‘could manage to find someplace reasonably private and had 
no objection to missing tha rert of the party. At the opposite 
extremo you could say, “Fey, this ia uhar 1 d for a living— ita 
myjob—anā I am not going to do it for free.. * 

The alternative that here follows is better, I think, than either 
ofthe two extremes; it satisfies all those who want a reading 
by giving them a small sampling of your wares—ìt intrigues 
others at the party who happen to watch—it can be done with 
all your would-be clients" at one time—it doesn'tran mors than 
ten minutes from start to finish, even ata very leisurely pace— 
and it is really quite simple 

You remove from your Tarot pack the twenty-two cards of 
the Greater Arcana; the restof the pack is set aside, From the 
twenty-two cards you remove two more and set them to one 
side, face up: Death and The Hanged Man. These two ominous 
gentlemen, you explain, will be your informants. 

Several ofthe people involved can now shuffle the twenty- 
card packet; when this has been done you deal tho cards into 
ten pairs, face down on the table, 

‘Turning your back, you ask each person who wishes a 
‘reading to pick up a pair of cards, remember them both, and 
replace them on the table When this has been done you mrn 
around and gather up the pairs, shuffle the packet, and deal it 
Into four lace-up rows of five cards each, 
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Now your two ‘informer’ cards come into play; handing them to one of the 
people taking pars, yon asit her to place them next to the rows in which her 
Usoughtof cards appear (note: "hougheef, not'thosar) Tis is done and you 
‘proceed to doa brief reading, in tha cotese of which you very cleariy identity 
ile bro cards in the person's mind. The process is repeated with everyone 
who chose pairs, 

‘You will hardly need me telling you that what you are actually daing isone 
ofthe oldest card tricks n print—usually called either Mutu Normen Dedit Cocis 
or The Pairs Re-Paived. There are dozens of versions In print; in Hillira'e 
GRATER Maric the beter part of a chapter was devoted to this trick alone. 
Martin Gardner discusses itin MATHEMATICS, MAGIC AND Mvsrany, it can be 
found in Hugard's ENCYCLOPEDIA OF CARD TICES and many other places. 

The particular version Luse is based on the methodclogy devised by Stewart 
Judah; it appeared in the New Phoenix® and his Tits Macic WORLD OP STEWART 
Juban® Among its several advantages are that it can be done virally 
impromptu and uses what is apparently a very straightforward procedure. 1 
refer you to the primary sources for niceties of handling, bur the basic 
‘procedure is as follows: 

After the pairs have been gathered up in any order you deal them into 
ten piles, saying thor yw vont fo insure that the paire aro coparated. The 
pile containing the card first dealt is now placed on top ofthe other pile 
and then the twenty-card packet is picked up and hele in position for an 
overhand shuffle. 

You ran three cards singly inte your other hand, and drop the rest of the 
packet on top, You ran two more, and drop the rest of the cards on top 2s before, 
This procedure is zepeated, so that you have run three, then twa, then three, 
then two in all 

‘Tho cards are now dealt into a vertical row of four, top to bottom; a second 
row la dealt beside the first; you continue until all cards have been dealt in a 
Square of five vertical rows by four horizontal ones. 

‘You now have only to visualize four words as having their letters super 
imposed on the cards at those positions, as shown in the diagram on the 
facing page. 

With this in mind, when the spectator indicates which horizontal rows 
contain his choices, you note what letter is common to those rows; the cards 
at those positions are the two thought-of selections. 

For example: The first and third rows are indicated; the letter common to 
those two rows ls E; you therefore know the spectator is thinking of the last 
card in the first row and zhe second card in the third zow. 

1E both cards ofthe pair arc indicated tobe in the same row, obviously their 
positions are symbolized by the wo identical letters in that row. 
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Im my own handling Thave made one slteration to the Judah method; as T 
pick up successive pair spread them slighty, so that one card goes ontop of 
‘those already in the hand, the other card to the bottom of the packet. This ls 
donc openly. When all the pairs have been thus gathered, | immediately go 
{nto the overnana shure, nrstranning en cards and throwing the Test on tp; 
‘hen continuing withthe three-two-three-two pattern. 

‘This eliminates that preliminary step of dealing the cards into two piles— 
which doos not always play as logical and makes the shuffle more convincing 
as well. 

The effect requires the use of twenty cards; by using the Greater Arcana of 
the Taror, and having two cards from that group used as Indicators, you work 
teith precisely that mmber. The two cards used — Death and The Hanged Man— 
are thus out of play and canner be chosen by anyone taking part, this way 
you won't inadvertently frighten anyone or have to explain thatthe cards don't 
‘always mean what they seem to at frst glance. 

obviously you keep the readings light and deliver them briskly; while 
{his routine has its car.trick aspects Бају well disguised, it isstil primarily 
an entertainment sequence rather than a serious fortuneielling situation. 
forall that, you wll nd it useful in creating interest in your fortunetelling 
work, so keep itin mind when the right kind of situation occurs. 

should be noted that you can do a Charlior shufflehotore doing the over. 
‘hand; the only point ta observe is that youi push off even members ef carda s 
that you do ne split paire. 

Phil Goldstein has come up with a variant handling of this routine in which 
all twenty-two cards of the Greater Arcana are available for selection; you'll 
find itin his book Stexerwe (cee Noman Omen), 

Since I have described the Judah method as used with Tarot cards, 1 will 
now describe a routine in which cards as such ace not used at al. 
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meme This routine i bost done with index cards, which makes the 


handling easier but in a pinch it could be done with sheets from 
a three by-five-inch pad. In the description to follow I will 
assume that index cards are being used. 

“Tem index cards are needed on getting the packet, fold it in 
halfand straighten it out again, во that cach card has a crease 
Buwas tlie ni 

"The cards ara passed out wo ten specta- | JOANNE 
lors (or siters; they are asked to print 
their initials on one halFof the card, turn 
it around (same surfaca facing them) and 
оп бав other half they aro to print a word 
or phrase to symbolize a question. You 
specify printing, you say, so that later yow 
trill not inadvertently get a clue from 
handwriting 

Any speczator then gathers the cards and mires them as 
thoroughly a ha or she desires. 

You now take the packet of ten and rip itn hal either half 
is placed on tap ofthe other and the dure-tio-Qree-two shufí 
and subsequent deal-out is done. 

(Note: Before you tear the packet in half, reverse about 
half the cards end for end, in the sense that you would 
reverse a card in a one-way pack or stripper deck I£you did 
mol do idus, all the initials would appear in one half of the 
layout and his might seem to even the most ingenuous a 
less than random pattern.) 

You now ask the spectators in turn to pick up from the la 
cout the hal-card bearing their initials aa soon as they do you 
Took for the half in the position where you visualize the 
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matching letter If, for example, the spectator picis up the middle card in 
the top row, you know that isthe D in UNDUB—and the only other D is at 
tho bottom right in the layout, at the end of RIGID. 

Presentations may vary; you could have them hold the halfcard in ее 
Glenched fist and de the divination as you hold thei wrist—you could wrap 
a gold chain around their hand and hold the other endl to your forehead - 
and so forth 

You will also find this routine usefil when you are asked sf you can tell 
a persona zodiac sign by looking at them; obviously, they write thei initials 
оп one half of the card and their birthdate on the other Here you can 
‘engage in some interesting by-play—it there are two eards that have dates 
inthe same sign of the zodiac (as there almost certainly will be), you divine 
the correct sign but are unsure of the date: know you'r a Pisces, but Im 
rot sure if you're February twenty-third or March fourth Pd have to guess Mach 
firth mts that it" 
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——== Tce at index card (unlined) and fold it in half, now open it half 


‘vay —o that the halves are ata ninety-degree angle—and rest 
iton the table sa that one half i flat and the other hal sticks 
upin font, actingas a sereen to conceal what you might write 
Tom someone sitting across from you. 

Draw an oval on the upper half of the flat section; thewpper 
edge ofthe oval is at the fold line and the lower halls midway 
between the told lne and tne edge ofthe card nearest yuu. Use 
a marking pen lo do this 

Pash the card and marking pen 
across the table to the client; tell her 
to write în the oval a word that sym- 
bolizes her question (as in the card 
routine earlier). This done, she is to 
‘bring the projecting half down fla, 
folding the carû in half as it was at 
ihe beginning, You instruct hor to. 
turn the folded card over and put 
her initials right in the center. 

"This donp, ask her to fold the card in half again, the initials 
inside, and hard it to you. 

You proceed with the reading, holding the card at your fi 
gertips; at one point you say, I want yox to concentrate; nok at 
our initiate.” You hold tho card toward 
heran open one fold so the initials are 
visible to heran as she sees the ini- 
tialsyou seetheword, property oriented 
or reading through the single index 
Card thickness. You have made a point 
‘of havinga lamp or other light source 
set to shine in your direction. 
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‘This opening of the card is done with both hands, and your thumbs at the 
rear of tho cari press down to make it as far as possible, once the fold is 
opened; this will make the word stand aut mere clearly. 

Getting the word should take no more than the briafest of glances; often 

you can get it in the act of opening the fald. Tho instant you have the word 
you turn your head awayi should seem to the client that you had turned 
Your head away before anything was done with the card. 
‘When she has looked at the initials fora moment you may comment that 
\deed the image is getting clearer (). Crumpla the card in your hard, place 
itin hers and close her fingers over it. Continue with the reading and answer 
tho question. 

Athe conclusion of the reading you might wantt gat tha card hack, because 
ifthe client lays with i she may discover that it is possible to make out the 
word through the folded card, Obviously you don’t want to make a grab for it 
that would excite suspicion; you'll have ro pnt some Jogic inta the proczedings 

Here are a couple of possibilities: 

As you give the reading with the folded card in her closed hand, you hold 
"her hand in both of yonrs~ostensibly ta sense the vibrations, At the finish 
You open her hand and take the card, commenting that her prblem or ques- 
‘ton is something only between the two of you; you ght it in the flame of a 
convenient candle and drap it into a brazler or copper bowl—and by what you 
say imply that you ar burning tho card for her protection anû privacy which. 
you are, and yours tno. 

or 

‘Take the card from her acti end ofthe reading as if curious, saying under. 
your breath, What did you write” You open the carã—squint at the word as 
Though having a bit of difficnlty making it out—Anally you ‘decipher’ what it 
isand give a itle smile or laugh, along with ashake ofthe head, as if to say, 
“amazing 1 was able to receive the thought if that's what you were concentranmg 
on... Do not, of course, say any such thing aloud. 

The card having now satisfied your curiosity, you teûr it up and ûrop И in 
the ashtray as being of no further importance. 

Clearly to bring off this latter ploy you have to be something of an actor; 
the purpose itservesaside from getting tne carl backs to hammer dawn 
the dea that only now for the first cime do you know what the client acmally 
wrote. Done correctly, this little bit of acting will accomplish fust that, 
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ass This final routine is built around the premise of palmistry; In it 


without asking any questions er having anything writen down, 
You are able to determine whether a client's question concerns 
tho present or the futuro, and also zs general subject matter. 

‘This is done by means of an adaptation of two techniques 
aliod vith--but not identical to contact mindreading, some- 
times reforred to as muscle reading. In view of that, you wall 
hardly be surprised to learn that these procedures don't work 
one hundred percent of the time—but with practice they work 
better than ninety percent of the time, which is good enough 
for our purposes 

You begin by taking the client's hands in yours; your right 
hand encircles her left wrist- thumb resting lightly above the 
pulse—and your left hand similarly holds her right hand. 

You explain that the right hand symbolizes character, the left 
hand symbolizes fate; in like manner tho right hand is the hand 
ofthe present time while the left hand isthe hand of he future 
“Now “you say, ‘simply think about your question and whether it 
emer tht present (here you If the client's right hand slightly 
and thon lower if or the future [the same action is done with 
client's leĝ hand concentrate” 

As you talk your thumbs continue to rest on the pulses in 
the wrists; ou Will suddenly feel an alteration In the pulse of 
‘one hand usually a slight speeding or extra beat—and this is 
the hand being thought of. 

Obviously this same technique can be used to determine if 
the question concerns primarily the client or some ether 
person; a friend or an enemy; business or social; local or 
distant-anytking ên fact, that can be broken down into two 
possibilities. 


Омммахсу 

is best, however, to use only one of these two-option seis to begin you 
‘then continue with the following technique. 

You have been smäying palmistry for some time, you say, and have devised 
‘your own system hased on the classical methods. 

“Taking the clients hand in yours, you point to the thumb and explain that 
iris ruled by Venus and concerns love; the first Anger ls Jupiter, and concerns 
accupation. or profession, the second fingor is Saturn, and concerns money 
maiers; the third (ing) fineer is Apollo, and concerns health; anê the linde 
finger is Mercury, and concerns maucl, 

“Think of your question,” you say, "and wether tt is ried y the thumb, first, 
second, third, or lile finger — romance; profession, money, helti or true Verus, 
ditor Saturn, Apollo, Mercury” As you named the question categories you 
pointed tp each finger in turn butdid not louch it; after a pause, when you repeal 
ha planetary rulers, youtouch each finger as you name t, One fingez will sem 
stiller offer a bit more resistance than the others; this is the finger—and 
question category thought of. 

‘You say you've devised your own system because you don't want someone 
who has studied a it of palmisty to disagree with your way of categorizing; 
a question should arise despite this, you simply say that this is your system 
‘and iteeemssto work for you. A line [have used in such sitoations is:"Oh .. you 
must be talking about on of those... published systems.” 

NOTES 
As with the pulse-reading technique, the fingemtouch canbe used to discern 
anything that fits into the nuniber of categories it has to offer: 

‘Ii would seem reasonable that you could use the fingertouch twice in a 
seading. once for each hadas long as yeu can come up with some sort of 
‘presentational logie. If, for example, your pulse-read presentation has dealt 
With the prablem of whether the question concerns the client or some other 
person, then you might understandably go to the other hand, ater determining 
the basiceategory ofthe question, to find outuhe it concerned: parent, child, 
sibling, lover, friend 

‘More than this would be pushing it, and almost make it seem to tha client 
that you are trying to play cwenty questions—an impression you want to avoid. 

CREDITS 
The tro basic techniques have been around for a long time; William W- Larsen, 
Sr wrote upa description ofthe pulse-read?, and A Baker the fivefinger touch! 
‘put itis fairly certain that boch procedures date back to the turn of the century 
or earlier. 


Tsee Tue пи. SMELIITY Maronzabate ACT; originally a manuseript prbiished by 
"Thayera ch was te reproduced n Tie MENTAL. MYSTERIBS AND OTEA WIUTINCS O7- 
WILLIAM W. Lasse, Se, page 04 

"oss Qv Marie page 3. 
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CODA 
Inthe writing of this section Thave fairly consistently referred to the client as 
being female; this is not through any male-chanvinistic prejudices but 
because—at least as this is written-ehe overwhelming majority of 
fortunetelling clients are ia fact female 

+ 
‘thas been pointed out to me that Trend tobe somewhat tersa in my descrip- 
tions; this is no doubt because [ fect it is better to say too little than ta say too 
much, [don’t go over every little detail because Tam assuming you are going 
to put a good deal of your own thought and ingenuity to putting clothes on 
the framework I've provided. Actually, you have no choice in the matter; 
rmentalism, particularly in the area of fortunetelling, is intensely personal, 
and as such an outgrowth of the performer's personality. 

‘This is why there is no such thing ae ‘eelfworkig moual magic There may 
be “tricks that look tke the real sluff thet mentalists dot—but mentalism, real 
rentals, isthe performer, not the effects 

Therefore ow ve la is шыда ашку to try out what you've sead 
hore. Give yourself a chance to absorb it consider it, make lt an expres 
sion of yourself 

‘And remember too what said at che beginning ofthis section: forunetelling, 
done responsibly, is neither easy nor simple—so if it seems so to you— 

“you're doing something wrong: 

+ 

NOTE 1993: Within the magic community there has lately been a great deal 
oF interest in fortanctelling and giving of readings; [cannot persuade myself 
‘hat this sat alla good thing, 1am thinking particularly of an article in Genii 
by some person who, in magic for a while, had just discovered the joys of 
mentalism and now, sfer a couple ûf months bn the field, was giving read- 
ings to his unsuspecting public. He scunded very pleased with Himself; my 
blood ran cold, 

Léiscassed this with Stephen Minch, and he suggested a mather horrifying 
hcuahicesperiment: look arcund at your next magia or mental club meeting 
at your associates, and try to decide whic of them you would want to have 
giving advice about life to your spouse or son or daughter.. 

ава coda to Stephen's experiment, I would suggest you then go Took 

‘Again: fortunetelling is not a seam, not à racket it is not, finally, even 
ап amusementit js real Life, and it js serious. Treat it seriously or leave 
tt those who will 





Омммамсу 


SUGGESTED READINGS 
Im recent years a numiber of books on cold reading and related subjects have 
been published, notably those of Richard Webster, Alexander Thomas, Ron 
Martin, Savila and Dewey, and Bascom Tones Here T wouid Hke to snggest 
some more general publications that may he found useful 
Passes: Prodicable Criss Of Adult Life by Gail Sheehy 
‘ThisbeiMiandly weitton book deals withthe problems we all fce at various 
sages of our lives 
Workin by Sends Terkel 
This ‘oral history is a series of interviews with people in all sorts of occu- 
pations. Many other books of Terkel's wil also be af interest. 
"THE COSMO REPORT: Vomten And Ses n The 80' by Linda Wolfe 
"This book, the result of questionnaires and interviews with aver 100,000, 
women, is at present the most definitive presentation of what women аду 
tink about various aspects of love and sex. It was, however, produced prior 
to the onset ofthe AIDS crisis, and should be read with that fact in mind. 
"DHE MIND Game: Witchdoctors And Psychiatrists by E. Fuller Torrey 
An interesting examination of various forms of ‘official’ and ‘unofficial’ 
psychotherapy; particulary interesting arc the comparisons made in 
Chapter Seven. 
ти Axr OF Counseuine by Rollo May 
Essential reading for the ethical and conselentious fortunetelle, this book 
is invaluable forts suggestions for the one-on-one encounter. 
MY SECRET GARDEN 
MEN Is Love, 
‘Wow ox Tor, all by Nancy Friday 
Dealing with female and male sexual fantasies, these books offer some. 
interesting Insights into a subject often uppermost in the minds of those 
who visit fortuneteTlers. 
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CROSS-REFERENCE 


‘Many effects inthis collection canbe applied tothe fortunetelling theme; note, 
however that this is not always a good idea. Ifyou are working asa fortuneteller 
people want to hear about their future, not ce a trick with zodiac cards, 

That warning given, see: 

Double Routine —page 180 

rine page 106 

Quintaconse—page 279 

draition-- paga 448 

Tr Beat pags S65 
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PSYCHOMETRY 


[1981] 


Tr is mong than a Tle interesting ihat in both areas of classloal mentalism— 
question answering and paychometry—the basic effeot to be achieved is 
misunderstood by most magicians and many mentalists. 

To explain: 

Ifyou aşk most people in the mystery field to defin che queston-answering 
(or QA) act, you will he told that iis the revelation ofa question thought of 
‘by aspectalor It isnot, ofcourse is giving (he answer toa spoctator's question, 
a vory different thing indeed. 

Pronaf this is not difficult to establish. In the 1930's a performer named 
Gene Dennis did a QA act in which the questions were simply asked verbally 
by members of the audience. No one objected to this procedure and the act 
was very successful and effective. n recent years another performer vno did 
Quin the same direct manner was the late (and much missed) David Hoy, 
Who was able to ereatea song and very convincing effec. Again, the effect 
Hes in giving the answer—not in getting the question. 

T mention this because this sort of confusionis even more marked in zelaton. 
to paychomeizy. Asked to define this effect, the response of most mystery 
workers ix". objects ave seated: separate envelopes and mixed up, and then thie 
performer telts which object belongs io wich spectator" 

In fact that is at poychomeury; itis a fae description of Fscudo-Psychomeny, 
the effect popularized (but not invented) by Theo Annemann. lt givesagood 
Idea of the way the effect isvxually performed- pur itis no more paychemetry 
chan discerning a question is question-answering 

‘What is psychomesry? 

‘The Oxronn ENGLISH Dictiosans tells us: The (lg) facalty of dering, 
from physical contact or praximity only, he quoties or properties ofan object, oF 
f persons and things that have been in contact with it. 

Day's Occuur DictioNake gives a bit more detall:m pracrion the medium is 
handed object, such as a wristwatch or oraament warn near the boêy, anû hy 
impinging his or her minet on this, he or sheds ato tre in to vibrations emitted 
hy he ster, which ray information quie wnkvoum ... fin a psychorstiri us 
giva the history of the object. 
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(tshouldbe noted that there isa secondary definition of paychometry, 
relating to mental measurement in psychology, which does not concorn 
us here) 

Without, at this poin, going into detail about the general theory of psychom: 
stry, we can simplify matters by regarding the psychometric object in two 
ways: first, as a kind of tape-reconding’ of what has been going on around it 
ducing its history—and second, as a sort of ‘tuning-erystal which acts aa a 
focusing device by which you ean mentally lnk withthe owner of the object. 

It may be asked—but not, I trust, by those astute enough to be reading 
thist—why itis important to know the occult and parapsychological view 
of psychometry. The answer le simply that you cannot create an effective 
illusion of something unless you know wha thereatty is supposed to look 
like. As a person whose primary training is in theatre, I have always taken 
the position that tha task ofthe performer, whether playing in Shakespeare 
or as psychic wonder, is to make the audience believe that what they are 
seeing is rea], а gemdne experience—a proposition so obvious to theatrical 
performers as not to need being sai. To the degree the illusion is not 
created, the performer has falle, 

چ 
A brief—1 hope—digression:‏ 

‘There are a few people in the mystery ficlé who are deeply shocked at such 
‘an idea as that just stated. They feel thatthe performer must go out of his or 
her way not to create an illusion; etherwise—we are told in all seriousmioss— 
the people might actually leave the theatre believing things that aren't really 
iie 

Indeed they might; ifthe mental performer has done the job well, the 
audience almost certainly will—as îs true of any well-evscuted theatrical 
experience. We yo to te movies to see Clint Eastwood, and think: we do but 
we dont, ofcourse; we see imaginary characters portrayed by Eastwood. These 
roles are picked, often, to create a consistent image of the ‘movie Clint 
astwaod'—vwho mayhave litde or nothing tado with Clint Eastwood the actor 
“This created image is very profitable for Mr. Eastwood, and a lot of fan for us 
to watch. Would it be logical to leave a viewing of Diery HARRY or UNFORGIVEN 
and demand our ticket: money back on the grounds that Eastwood ‘really srt 
ike hat” 

No, o£ course because this is show business; shaw; it is not reality (what- 
ever that isl) 

їп his NEo-Macic, S.H. Sharpe says: 

‘Thereare some people who object toa canjurer seriously acting fhe part of 
a magician on the grounds af veracity. This, in my view, is fanaticism. 

Provided the audience has been tod that what hey are abou to seis naturai 
entertainment, onthe programs or elsewhere, the mure a conjurer can. 


PSYCHOMETKY 
convince them of magical forces at work during the performanca, the better. 
"To object to such fiction is on a par wilh sending fora policeman when 
dead men fallout of cupboarás on the stage When a man goes into a theatre 
he enters a house of usn. 

TI go even farther than Sharpe; P point out that such ‘disclaimers as he 
suggests be used have been found to have a negligible effect in dissuading the 
spectators rom belief the performer's powers Such pallatives may soothe 
the performer's conscience but thats all they do, 

(NOTE 1993: In fairness to Sharpa Tahould mention is essay at he end of 
‘his more recent CONJURES PSYCHOLOGICAL SECRETS, in which he discusses 
‘this question with somewhat different conclusions) 

‘As to the moral question of creating a false belief in a spectators mind 
apart from all else we must note that most of what most people believe, on all 
Kinds of subjects, is not true or only partially so. Here Tam not begging the ques- 
tion but simply attempting to put the illusions created by the mentalist in 
perspective. In the creation of false beliefs the mystery worker is near the 
very bottom ofthe ladder; to reach the top he or she would have to clamber 
over advertising agencies, political groups, government officials and (dare we 
suggest?) a fow selfstyled spokesmen for some specific deity here or there. 

жөк Жена RA at phils ths pootoowier ray te calle 
false belief in his or her powers, the phonemena therefore believed in may. 
still be quite real, regardless of the specific instance that inspired the belief 
‘The existence of an ilusion does not automatically mesn that what it repre- 
sents does not exist in reality. 

Brief, 1 promised, so brief wil) Tbe: 

"tis not accidental that many major critics of montatism and psychic en- 
tertainment—people who characterize performers in this field as 'criminals'— 
are chiefly associated with games, puzzles and mathematically-based tricks 
and curiosities rather than performance material. Their View seems tobe that 
magic and mentalism should ideally be the presentation of puzzles on the 
stage, as challenges to the audience to attempt a solution. 

Tt is easy to puzzle someone; any child can da it. It is difficult to create a 
convincing theatrical illusion; few mystery performers can consistently 
accomplish this. 

Puzzles and magic have norhing todo with each other 

+ 





Where was 1? 

Ah, yes—psychometry. Most contributions to the literature of the psycho- 
metric effect have tended to focus on systems of marking the envelopes (or 
other containers) as away ofconnecting the objects with their owners. Some 
ofthese methods have been extremely ingenious; ina later subsection well 
take a look at some of thera, and suggest some new approaches—and alterna 
sesto marking, 
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‘This is not, however, a compilation of marking systems. Such information 
жй found in publications like Tony Raven's RAVER ON PsrenonteTay (lecture 
notes), and in the literature; check the listings in Jack Potter's MASTER INDEX 
To Macte IN PRINT published by Micky Hades. 

Another thing you will not find ìn these pages is the index-card category of 
routing, where spectators write information on the cards and you connect said 
information ith the proper individual There are many such routines, ranging 
from L. Vosburgh Lyon's Grapiology? to Rutledge and Thompson's Singin’ In 
the Brain?— Astro-Paychometry by Fogel and Corinda—and Desive by Phil 
Goldstein? Such routines can be presented very effectively, but they are not 
really paychometry; in effect they are closer to Who-Has-What effects sach 
as Quantimental and the Three Oljeet Divination 

Here Lam limiting myself toa study ofthe classic paychometry test as earlier 
defined. As you will see, that will give us more than enough ground to caver, 
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PRESENTATION 


ıı he limited amount of space at my disposal itis impossible to 

detail specific presentations of psychometry Erom start to finish. 
Even were itnot, Ihave neither the sgo nor the inclination for 
such a project. Besides—as T indicated in NEW THOUGHTS 
FOR OLD- the creation of specific presentations is che one part 
af mentalism that must be Jef up tp the individual performer 
Mentalism is ninety percent personality, and how each 
performer presents performance material must be an 
outgrowth of his or her personality. 

“There ara, however, a few gencral points regarding presen- 
tation ofthe specific effect of psychometry which it might be 
‘useful to consider at this point 

SELLING THE PSYCHOMETRY EFFECT 

‘As mentioned earlier, many performers have a misapprehen- 
sion ef what peychometry sand therefore when they present 
the effect they tend to trivialize it Pall you're going to do is 
discover which object belongs to which person, you may as well 
do some more straightforward divination, « ., Corinda's Monay 
a, my Cashseer or Handbook described farther on in this 
‘book crany of the many other Who Hass What effect; or even 
Agostin's 2-Card Memory! As divination effecs thoy are much. | 151 
more appealing and much Toss rouble than even the briefest 
of psychometry routines. 

"The difference, of courss a that if you are doing psychom-. 
etry properly the focus of ic is not am the divination aspect but 
or what you 'read' Irom the object. Yon do notaimply describe 
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the physical appearance ofthe persen but give something of thcir history; 
you speak of their personality and curzent sitastion; and even describe such 
‘cher people as may have possessed the object before Lhe present ownor 
acquired 

How you do this doss not concern us now; the technique will be discussed 
later in the GENERAL TECINIALE subsection. The point here is that the effect 
isthe reading you give, and the information brought out in that reading; iden- 
Hħcation ofthe owner of the object is Duta part- and by no means the major 
parte this effect. 

In most presentations I have seen {f there ras any attempt at a reading it 
usually consisted of abrief physical description ofthe owner алой) Бу 
pointing out the spectator and geting a verification thatthe object indeed 
belonged io that spectator In the type presentation Weare nov discussing, 
this is clearly not the best procedure. 

Consider: you ae going to make a number of statements about the object 
and its owner. These statements won'thave much effecti you ate addressing 
them to the empty air and if you finish by ten locating the owner, the rest of 
the audience will at that point wonder how much of what you said is accurate, 

The preferred procedure here 1a, in fact, similar ia that in quoolion 
anweringacts, oa make one or two brief slatements about the impressions 
you receive, and then identify the spectator who owns the chjest and confirm 
that tho statements you have made tus far are correct 

Then, thisidantificatlon made, you continue with the reading verifications 
coming from the spectator as you continue to slate facts within the reading 

Use ofthe term rending may be misleading, since it is usually applied to 
something along tha lines of fortuneselling; i is important to realize that a 
psychometric reading is quile different. Here you do not use stock or со 
reading techniques to any great degree; you don't dwell on the speciator’s 
childhood or predict what's going to happen to him or her in the future; you 
dont use vague generalities—if you say something about the personality of 
the spectator you tie it to а specific event, eg., "You went trough a period of 
pent anxiety ast year wen you move ta a neis шт.” 

You must always keep in mind the idea ef what you are supposed to be 
deing- picking vp information from the vibrations of the objact. Tf you are 
handed a set of car keys you can't dbout the peccator childhood because 
whcn the spectator wan a child ha or she lant heve ar, car, tet alone the car o 
Which hese keys fi, The object absorbs vibrations which you are detecting; 
clearly it (the object) can't have absorbed vibrations from events which 
ocurred before was acquia—o created, for that matter. Logic likewise 
dictates that if you get an object no more thana yar or two old, the reading 
you give cannot extend back in time any further than that. 


 PsrcHOMETIY 

It should be noted that tho reverse is also true; often you will get abjecta 
hat are older than the spectator and/or have been owned by other people. In 
{this simation the present owner may not know anything ofthe previous history 
ofthe object. 

Mths is he case you can content yourself with one or two actual facts and 
make up tho rest. Two caveats here: 

Fist—since you can't get verifications it would be unwise to spend much 
time on this. 

Socond —'ho parts you dle up should be on the same Informational level” 
e tho other statements ofthe same general tone. In other words, don't mix 
detailed information which fe uncheckable with general information which 
is, This procedure will add verisimibitude to an otherwise bald and. 
unconvincing narrative—or mentalist. 

From time to time, however, you will gat an chject with a history that is 
known to the epoctator—either because it was handed down by another 
member of the family ог was purchased as an antique or art object with a 
recognized provenance and pedigree. 

Tn such cases you will have a golden opportunity to knock the audience 
cont af their chales—becanse while it is conceivable to them that vou might 
have dug up some Information orn them, how could you know that Uncle Joc 
was a prospector in Alaska? 

‘You will not, of course, be able to do this with every object you get—but 
‘you'll be able to doit surprisingly often, as you wil soon learn. 

"To sum up: keep in mind the theory and concept of what itis you're supposed 
to bo doing and make your actions consistent vith that logic. 

PERFORMANCE SITUATIONS- GOOD AND BAD 
These isa ‘elichella? within magic that a good performer should be able to 
perform anywhere, and should be able to do his or her material under any 
conditions. 

evon if there is any great validity to that belief (and I'm inclined to dobt 
489, why on earch do inappropriate effects if you don't have to? 

‘Within mentaliam, performers have a certain logistical advantage in that 
the props used generally don'ttake up much space; indeed, one performer of 
my acquaintance can do a ninety-minute show out of his wallet 

"This being the case, it l no great hardship for the mentalist to carry a few 
extra tems which can be stibstiouted if need be for regular program Items that 
would not work as well in the specific situation presented, 

‘This is mentioned simply to observe that the performer should never be 
‘rapped by a lack of material into doing olfects that may be fine for most situ- 
ation. bot not the one that has to be done noin 
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Generalities aside—when should psychomety be performed, and when. 
should it bo omitted? 

‘Though there are certainly exceptions to all rules, | will tempt fate by 
formulating one: the shorter the show, dhe tess you should consider using 
‘paychomerry, 

Psychometry-— correctly done-is notan effect (hat can be rushed; ithas 
particular dramatic line that simply cannot be adapted to a slam-bang 
Prescriatienal style. It is possit to do a psychemerry routine ina few minutes, 
‘certainly; but not advisable. 

sll go so foras o say that ina ffteen-minuteslot—a not uncommon length 
for an act working nightclubs or in rovues—thare i for all practical purposes 
zo way to properly present the effect ofpsychometry, Consider: you can'tuse. 
itasan opener, and you can likewise never guarantee that yov'l have a strong 
enough finish on the routine to work itas a cleser—so you need atleast teo 
other affects. IF those effects are noticeably briefer than the psychomety 
zostine the act wi he way cut of balance. 

A possible exception to the above time-limit iswhen you do only psychom- 
etry, letting It sarva as the entire act This can work very effectively in ће 
right stuation, Such situations incleda private party work, or for the ‘second 
‘act ona cruise ship (but not the first) I wouldn't work in ihe aforementioned 
nightclub or rovae—simply because to be properly appreciated it requires an. 
attention span and a concentration not certain tobe found in a drinking audi- 
ence. Also, from a purely technical standpoint—in such shows it really is not 
practical to go wandering around down in the audience, and while you might 
"ie able to work from a runway to the lables immediately adjacent, it is not 
prudent to depend on such a layout being available. 

Another point hera is that revue shows in particular are very tightly run— 
and there's no practical way for you to control the length of a paychometry 
routine tothe splibsecond. 

We will discuss the psychometry act as a thing in itself further on in this 
section. 

Other than being presented asan act in itself, psychometry isbest presented 
within a montalism show of from forty-five to ninety minutes daration (and 
few mentalist, doing mencalism only, can carry a show effectively for much 
Tonger than thar). In such shows, 1 feel it is best placed In the last half of the 
program. perhaps about the third item from closing, This is, of course, a 
matter of personal taste and judgment, and each performer will have to come 
to hisar her own decision, My reasoning for the positioning mentioned is that 
| fhink the nextto-closing tem should he briefer than apsyshometry routine, 
and the closing item briefer sill. | also feel that in the performer's last two 
items, working within the audience or having spectators on the stage should 
be avoided ifat all possible. 
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‘This Kind of routine should not be done in places where you have to fight 
forattention— outdoor arena-type shows flrs, et—for the reasons given in 
relation to nightclub and revue-type work; you are trying to draw the specia- 
tors into a little acting piece, anû it is difficult to do that without their strong 
and continuous attention. 

HOW MANY ITEMS? 

Directly related to the point above is the question of how many spectators 
take part in the routine—since the number of objects you have to deal with 
determines in large part how long the routine will play. 

Tn the literature of paychometry, advice on this point has varied consid 
erably. Annemann suggests à dozen items; Milbourne Christopher thinks 
six are sufficient, Other writers give numbers as low as three and as high 
as twenty, 

Hovever—all these suggestions are predicated on the usual type of 
performance of this effect, 1o, simplo identification of what belongs to 
which spectator If you are doing a Who Kas What effect, it would seem 
reasonable that the more items you have tho bettor; but--as pointed out 
previously if that's what you want there are betzor ways of achieving the 
effect than psychometry. 

In the sort of presentation recommended here, the number of Items is 
for the most part immaterial, since the major aspect of the effect is the 
reading and not the identitication, The skills you will have to develop to 
perform the effect in this way are not instanily acquired, however; they 
ill ako time and practice 

Thereforo- given that you are going to use the techniques tobe described — 
L recommend you begin with a larger number of tems than you will eventually 
use, say nine toa dozen, This is done fortwo reasons: 

First: until you are good enough for the reading aspect to сапу the weight 
cof the presentation itis just a well to Keep the identification angle strong, 
and for that the more objects the better. 

Second: tho more object you have to work with, the more likely you are to 
find afew that prodsea the kind of ches you will develop into a strong reading. 

There are reasonable limits to be observed; 1 trust you will not 
psychomerrize twenty objects one after the othor—unless you are trying for 
аа obscure category in the Guiness Boor Or Wonn RECORDS. 

As yon develop strong reading technique you can scale down the number 
of items to five o six, of ever loss; which leads us logically and inevitably to 
the next subsection. 


SINGLE OBJECT READINGS 


Atthis point wears entirely away ftom psychometry as usually practiced by 
mentalists, and much in line with psychomtry as practiced by paychometsit, 
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Аз this heading indicates, you take a single object from a spectator and give 
a reading; obviously this wil require a high degree of all in the techniques 
of object reading to be described. 

Some performers may be a bit uncomfortable with such a straightforward 
procedure, with nothing to fall back on but sheer technique, This isa proper 
Way to feel, since what | am suggesting hora fs the most difficult kind of 
presentation. 

‘There are ways in which you can give yourselfa safety linc in doing this. 
The best way, perhaps, is to have a supplementary effect going on simul 
taneously which can carry the presentation if the reading itself should be 
inadequate. 

An obvious effect would involve the idea thatthe nature of the object itself 
's unknown~it ìs sealed in an envelope or bag, put in a box, etc. There are 
countless ways in which you can contrive to get a peek at he item—window 
envelope or bag, X-ray box and so en—and given this information you ean 
nterspersc che objeci-eading with points of description ofthe object itself. 

Another approach would be а pre-show clipboard handed ta the spectator, 
well discuss possible handling ofthis further on. 

One important point about the concealed -obioct vresentation: a technique 
will have be employed that wll allow you at least several seconds to observe 
and stzdy the object, since the objectreading techniques cannot usefally be 
applied on ths basis of ona brief peek at the item. 

CONCEALED ITEMS 
‘As a logical follow-on to the preceding point we should now consider the 
presentation in which the ems are apparently never seen by you or so it 
appears to Cie audience, 

‘This subdivides, from the standpoint of technique, into twa estegories—the 
situation in which you gonuinely never see the stemsand the situation in 
‘which you are able to sce the items without the audience being aware oft 

Unknown Objects 
2n thiskind of presentation yo will usually hold a sealed package (envelope, 
etc.) containing the item; you deliver the reading and identify the owner 
Who, given the package, opens it and verifies that you are correct, 

This Is im fare, the way many genuine peychometzists work, as previously 
Indicated, ic has serious drawbacks for our present purposes. 

A number of techniques have been devised for marking envelopes so that 
‘they may be discerned by touch alone; a particularly interesting example fs 
Pele Warlocks Sense In The Dark which ap peared in hit magazine Pentagram’, 
Warlock sugzested the use of a double-walled envelope, with a shim glued in 
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ıa particular position between the walls; behind your back, or in the dark ofa 
séance, you use a magnet to locate the shim and thus identify the envelope. 

Other methods inchide spots of glue and the ever-popular nail-nick and its 
variations; these have thcir advantages and drawbacks and wî be discussed 
in the subsection on GENERAL TECHNIQUE. 

Ttshocld be noted chzt-oven with a heavy manila envelope—it is often 
possible to tell by fesl what the chject and even get fairly specific about it. 
Tt is reasonably easy to tell, for example, when the object is a ring, and not 
much more difficult to distinguish between the very characteristic shape of a 
‘lass ring and such othersas signet, ring with jewel or stone, or a plain band. 
Even this limited information can be useful, 

Do bear in mind, however that you don't have to describe the object; that's 
mot the elfect At very worst you can make a few educated guesses about the 
spectator and finish by featuring the identification. Obviously, becanse of its 
limitations, I do not recommend this way of going about it 

Known Objects 
By this heading I mean chjects known to you—the audience being unaware 
that you have been able to directly view the objects or otherwise be aware 
of them, We will discuss the actual technique of getting this knowledge 
farther on. 

From the stanûpointof presentation our concern here ît is questionable 
‘hat there ie any great advantage, in strength of effect to be gained, by the 
performer never apparently seeing the items; there is, however, one aspect 
‘worth considering. 

It's this; while you seemingly don't know what the item is, ie audience 
doeet eher. This mans that your statement that (for exam pe) the spectator 
owns a late-model car ig somewhat stronger ifthe other members of the 
audience don't know that you're Working witha ring of keys. 

In such cases you do not, of course, display the item at the denouement 
either you hand back tho atllsealed envelope and have the spectator verify 
‘hat it contains his property -or you dump the itera out into your cupped han, 
take it to the spectator, and as you give it to him say, "Does hia belang to yow?” 
or "Is that your property” —never naming or describing just what the item is. 

BLINDFOLDS 
In this subsection we will consider only the fake blindfold, since there is 
nothing to be gained by the use of agenuine blindfold. Also, we will nat cover 
specific methodology, since itis thoroughly diecusced in Will Doxter’sStatzn 
isto and in Step Five: Blindfaids of Tony Corinda's Tirxreen Stes To 
мепхызм. 

Here we are only concemed with presentational aspects, 

1а psychometry there is one great advantage to the use of a blindfold; 
allows you to study the ohject-and Its owner- quite thoroughly, without this 
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being obvious to che audience. Since the spectators can't see where you're 
Tooking—yow're not supposed tobe looking at all!— lt also means that you can 
study one object on your table while psychometrizing another: likewise, as 
you are guided by the vibrations to the owner of the article, you have an 
excellent oppormnits to get a close look at one of tke other spectators taking 
part giving yon additional clues and information tobe incorporated into that 
spectators reading 

‘Too, this means (hat i£ you get an object that has writing or printing ex. 
it, this information is theoretically not accessible to you and can be made 
use of. 

BUT NOTE CAREFULLY: Resist the temptation ta make any direct 
statements concerning the information. For example—if the card happens 
to give the person's kome address, and you are familiar with that area, you 
can make a reasonable judgment about the kind and quality of their house 
or apartment—but if you start calling off the street address or making other 
such direct ravetations, you have (a) turned the psychometry effect into 
an X-ray Пус routine and (b) changed a convincing mystery into some- 
‘hing less than that, 

‘There are many blindfolding methods in the literature, which range from. 
the simple to the very complex. Here—since the effect is paychometry and 
not X-ray vision—hitle importance should be placed on the blindfold, Prom 
the audience's point af view it should be shmply a device ta help you concen- 
trate by shutting out distractions—and therefore something as simple as 
Annemann’s rolled-handkerchief method” isbetter for his purpose than bread- 
dough, bandages, steel mask and the like. 

For those who wish something with the same casual appearance but a bit 
‘more visually appealing, you might consider the use ofaslumber shade’ ot 
‘sleep mask’—the only bindfeldike iem your audience is likely to be familiar 
ity Shields and Jones, in ele Double-Daringcoloma £a беті have shown 
how quickly ani easily such things may be дайга, 

‘An angle 1 have used is simply to close my eyes when Tam trying to ‘got 
the vibrations after a moment frown and say, ‘No, irs sti ino Urighri— and 
abstractedly take out the pre-rolled handkerchief and tie it over my eyes 
‘without making any direct comment to the audience. It is clear to them that 
‘Tam simply trying to shut out light, and have improvised something to help 
me do that. 





LOCATING THE PARTICIPANTS 
‘inmost presentations ofpsychometry Thave soen—and blush ta admit, some 
have done—a major presentational faw has cropped up again and again: 
‘The performer has been handed the bunch of envelopes, bags or what- 
‘ever. He opens one, takes oat the cbject—and then gazes out atthe audience 
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with a vaguely puzzled air and says, Vi! hose poople who seal up objects. 
please stand?” 

Sometimes it isa bit less blatant; the spectators taking part are asked to ralse 
their hands... but it comes to the same thing. 

Ive done it; you've done it; we've all done it...and it really makes no sense. 

Consider: if we are really doing what we are supposed to be doing we should 
be able to locate the spectators out of dhe whole audience. As performers with 
mystical mental powers, we should at least be able to remember who received 
envelopes a fow minates before. From the standpoint ofthe audience, the only 
reason a performer makes a request like that is to make things easier for 
himself or herself; that, I submit, is nota vali reason, 

Jt maybe argued that this ‘gots by, that the audience doesnt attach any 
importance to it. Well, possibly; but even when the audience doesnt 
consciously notice it, they have the feeling that there is something that 
Just doesn't ring true, Also—this is a law easily corrected, ina number of 
simple ways; we will give specific methods In the subsection concerned 
With SUPSIDIARY TECHNIQUE. 

THE PSYCHOMETRY ACT 
‘The effect of paychometry Is one of the few that can actually cay tle 
weight ofbeing performed as an act; indeed—many who work as psychics 
rather than mentalists (Peter Hurkos was one example) have done lide 
else in thelr entire career. 

Bven so, there isa limit to how long any single lem can sustain, My personal 
view is that Ifyou want todo a psyrhometry act lasting longer than twenty 
‘minutes at mast, you had better have the charisma to carry t 

and if yon have thar mach charisma you ought to getinto politics, where. 
combination of deception and charm pay off so much better! 

‘Within the act you will wantto vary the pace as much as is possible. If having 
Just done an extensive reading, you choose as your next item something of 
obvious recent manufacture, you can make one or two brief statements and 
then hand it back to its owner with the comment that ie just hasn't been in 
their possession long enough to build up a store of impressions. Aside tom 
“producing a change of tempo, this lends a convincing air to the proceedings, 

Tn the final subsection T will discuss some subsidiary eects that can be 
incorporated into abasic psychometry routine; they are most appropriate in 
the context we are now discussing, 

‘There I will also give techniques and applications forthe use ofa pre show 
clipboard, Use of such a method can help us with one major problem of the 
act, which is the closing item, One cannot alwayshe sure—depending on the 
technique uscd—that the last object will lend itself abang-up superduper 
Finish, If, however, we have prior information on the people who are taking 
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port, we've provided ourselves with an insurance policy against disaster: we 
Know that we have at least one stunner ofa revelation for the climax. 

(Here, again, I must warn you not to Tose sight af what the effect is supposed 
to be; we'r doing paychometry—not crystalgazing or audience readings— 
and ths acting part of the presentation must indicate that the information we 
produce Is coming to us from and through the abject.) 

Lalso feel--aenin, a personal opinion ~that this kind of act ie best done for 
hose alrondy familiar with your worl; this is why 1 specified earlier that the 
psychometry routine be used as a second, but not first, act in a cruise-ship 
situation. The first time the audience sees you, you are by definition an 
unknown quantity, and itis in youz best interest to show them who and what 
you are ne quickly aa possible. 

Even the best of psychometry routines require a certain amount of 
proliminary groundwork before anything of an Impressive nature can begin 
to happen; this is fact. T is also fact that unless you are unusually fortunate, 
"your audience is not gong to suspend their judgment for very long; if nothing 
‘has happened in the frst couple of minutes, they will begin to think that 
nothingis going to happen, and will lose interest. It will be difficult for you to 
Bet that interest back onos it's been lost. 

TI on de cies алй, Он: аади lus seen you vnd knows whar you 
can do, and chat you're competent and interesting, they'll be willing ta 
invest a little more time to see what new wonder you have in store for thera 
оп this occasion, 

‘There are special situations, however, where these drawbacks to doing 
psychommetry "aol can bo avoided. On a daytime TV talk show, for example, 
the audionce’s attention will be maintained by the host of the show during 
the preliminaries. Also, these preliminaries can be done in large part during 
station break, since the hest can verify tothe viewing audience that allison 
the upanda. 

(I specify daytime shows since most nighttime talk shows are actually 
variety showsin all but name, and performance requirements are accordingly 
more stringent; unless you've developed killer technique and presentation 
fortis effect, 1 do not recommend it for this kind of show.) 

Tven on daytime TV, however, itis better to hold off on doing an effect as 
complex as psychometry until you havc a very strong audience identification 
In the right setiag psychomeiry can play extremely strong; in the wrong 
setting, deadly—as indeed ia Une case with all mentalism, 





GENERAL 
TECHNIQUE 


OBJECTREADING 

n a scone which opens A. Conan Doyle's THE SIGN Or THE FOUR, 
‘Dr. Watson hands a recently-inherited pocket watch ta his friend 
Sherlock Holmes—with the challenge that Holmes desorioe the 
character ofits late owner 

Aher a brief examination of the watch Holmes comments 
that presumably it belonged to Watson's elder brother. Watson 
admits this, but points out that Holmes could have guessed this 
from the initials on the watch-case, Amused at his friend'sseem- 
‘ng failure, Watson asks if Holmes has any other deductions. 

"Your brother was a man of untidy habits—very untidy and 
careless,” says Holmes. ‘He was Weft with good prospects but he 
thraw away his chances, lived for some time in poverty with occa- 
sional short bursts of prosperity and finally, tairg to drink, he died. 
That is all 1 can gather" 

As to how Holmes did ie yowIl just have to read the first 
chapter of the book mentione. 

Sherlock Holmes is fiction, however—though he was based 
оп Dr Joseph vel, an Bdinourgh physician who astounded his | 131 
students (among them a young Doyle) with his observations 
and deductions. 

Lets move from fiction ta real life; Twill now give you two 
examples ofthis type of observation, following cach with astep- 
bystepanalysis. 

Some ycars ago T was handed a pair of stecl-rimmed glasses 
by my friend Randall Garrett (whose Lord Darcy novels and 
stories are particalarly interesting and entertaining reading for 
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‘magicians and mentalist). Garrett wanted, inthe words of Watson, a descrip- 
tiom of he characteristics and habits of the Tate owner 

Here's what I tolê him: 

1. The person had been їп the military: 

2. The person hañ spent some time near the sea, possibly stationed at 
a coastal military installation, 

3. The person was very likely male. 

4. The person was between five foot six inches and five foot ten inches 
in height 

5. The person was loft handed, 

6. The person had a narrower than average head. 

7. The person's posture had a forward stoop, 

8. Tho person had a narrow позе. 

3 The person was very fastidjons and methodical 

10. The person was of mature age (over fifty, most probably) at time 
of death 

How did 1 arrive at these deductions? 

‘Taking each numbered statement in tum, here's the analysis: 

1. The glasses were of a governmentissue type, of a kind manufac- 
tured up to che end of World Wac Il for the military. 

2 Inside he frame, whore the glass met the metal, a green tamish was 
present te effect of aal air 

3. The military service, couple withthe plainnessofthe glasses, made 
ît unlikely that a woman had worn hem. 

4 Headsize has stcong relation fo height; this was estimated by simply 
trying the glasses on and making a comparison. 

5. Ofthe tro nose-picces the one on the left had boon pushed in slightly 
towarā the frame, indicating that the glasses were put on from the 
left side and adjusted by pressure rom the left. 

6. Same procedureasin No. 4. Here I had to make an adjustmenthased 
fm tho distance between the centers of the lenses, and compare it 
with the width of the glasses as a whole, 

132) 2, The glasses were bifocal and the inset (lower) lens was quite 
strong, individuals with weak near-vision almost alwaya develop 
such a stoop, 

8, Examination of the nose-pizces; ste No, 5, 

9, While there was tarmish in the frame (as mentioned in No, 2), there 
was no trace of it anywhere else—which indicated that the glasses 
had been kept carefully cleaned and polished for considerable time. 

30. The age ofthe lasses (see No. 1] and the strong prescription of 
the Tenses, 


PSYGHOMETAY 

Please notê that none ofthe deductions were based on gussses—though the 
third, as to sex, was of high probability only. As it turned out, all the state- 
mens were correct (the glasses had belonged to Garrett's father). 

Before examining the implications ofthis, or analyzing farther the technique 
involved, let's take 2 look at another example; here Garrett himself made the 
deductions. 

While waiting for a friend's plane at the Austin, Texas airport, Garrett felt 
the call of nature. Having attended to this, he was about to leave the men's 
Zooma when he noticed a hat lying orownside down on the foor near the 
lavatory. Garrett picked it up, studied it briefly and then took it ta the Lost- 
And-Found oflice. 

"The girl behind the dask asked him whose hat it was, and if Garrett had 
seen him lose i. 

No,” said Garrett, 4 didnt sez hire los i^ Tn fino Holmestan tradition he 
continued, 

“Aside from the fact that he îs a rather short mam of (atê middle age who has a 
тй fringe around a bald pate, who wears hem plastie-rimmed glasses 
‘probably black—and affecis jaunty sports cathag, unsuited t his years, and i 
Tather welläressed, and has hada few mare drinks than he shouda —1 know nothing 
whatever about him” 

The girl, somewhat nonpluscd, putouta PA announcement; the man who 
showed up to claim the hat confirmed all of Garatt's deductions to the letter 

Garrett explained to me his observations and the deductions he was able o 
make from them, 

OBSERVATION: The hat was a Knox Tyrolean-styla with a jaunty feather in 
the band, expensive and relatively new. 

DEDUCTION; The mar has money to spend on good quality clothes; young 
men, however, do not oen wear hats, particularly ofthat style. 

OBSERVATION; The sweat band was oilstained around the sides and back; 
the stains were higher on the right side than tho Tot. 

DEDUCTION: The hat is worn in a jaunty fashion, eked mons to the right 
than usual. 

OBSERVATION: Sweat stains on the front and crown, but nooi stains (the two 
stains are quite different in appearance) 

DEDUCTION; The man oils his hair, but it does not stain the front or crown 
with oil; therefore, balding. 

OBSERVATION: Three or four short grey hairs stack to the oily part of tha 
sweat band. 

DEDUCTION: The man has gray hair (this also indicated, Garrett pointed out, 
that dhe man had his hair cut recently). 

OBSERVATION: Along the right side ofthe leather sweat band was a peculiar 
depressed strip, as though a leather-working tool had made a straight 
depression about a quarter of an inch wide, apeting off a the ends, 
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DEDUCTION: The only object ina likely position todo this would be the car- 
Piece of a pair of plastic rimmed glasses (most probably black, the usual 
color); this depression also confirmed the second deduction regarding 
the tlt of the hat 

OBSERVATION: Garrett tried on the hat it was far too small. 

DEDUCTION: Head size has a strong relation to height, as previously noted 
(though this 1s not infallible); it seemed probable that the man was much. 
Shorter than Garretrs six feet, 

Based on these deductions, Garrett was able to make some secondary 
deductions 

‘Aman who has an expensive hat will have clothes to match; with a hat of. 
that type a sports jacket and slacks would be far more likely than, say, a gray 
business suit. This also finished a farther clue as to the man's age; he was 
wearing a hatcand probably clothes chat would have been considered 
"youthful ten years before 

‘The hair-oil likewise indicated middle age—since a the time this incident. 
occurred young men tended not to oil their ha 

Carrer further speculated that tha man was not from Texas or Califor- 
nia or anywhoro boiwoon; clothes like hie wore for more popular in the 
eastern part of the country. (This was partially confirmed when Garrett 
hoard the man's accent, somewhat blurred by alcohol, as ho thanked the 
giri for returning the hat) 

каво seemed likely that the man suffered from high blood pressure. Garrett 
reasoned this way: since the man was not from the immediate area, Austin 
was merely a stopover Men who, in late middle age, drink to excess while 
traveling. have usually been drinters for quite some time--and this tends to 
produce high blood pressure. Lf the man had been fat which Garrett could 
not tell tom the hat alone~it would have been a more definite indication of 
high blood pressure and possibly diabetes. (This too was partially confirmed 
by che redness of the man's face.—a redness not due to sunburn, which pro- 
daoes a very different pattern from che foridity orcated hy internal causes.) 

‘And finally, as to how Garrett knew the man had been drinking who but 
a drank would lose bis har in the men's roam? 

The two examples piven have not been exaggerated or altered in any Way; 
they are deser%bod as thoy occurred, [stress this to point up the fact that Tam 
nottalking about hypothetical possibilities, but things which can really be done. 

Certainly it is not easy; ir requires a good general knowledge, constant 
practice and testing, and the ability to develop a ‘special way' of locking at 
things. What is this special way? 

Sherlock Holmes called it the facility for reasoning backwards, and pointed 
out that iF you were to present a person with a certain train oF events they'd 
be likely to be able to tell you what the result would be. 1f, however, you 
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presented them with a conclusion or result, they might find it very difficult 
to work backward and tell you what sequence of events brought it about. 

Thus the problem of gaining information from the observation of an objoot 
breaks itself down into tivo areas: First, you must learn to notice things, to 
become aware ofevery possible detail— and Second, you must then be able to 
analyze what you see to determine what action or situation brought it abot. 

As performers in the mystery ficld, we are acutely aware of how much a 
spectator does not see, even when it is right in ron of him. Such things as 
the Furis In The Spring observation test, or Corinda’s Odd Man Out packer 
routine, are direct demonstrations ofthis fot. Just as the spectator watching 
an effect secs less, so must you learn to sae more. 

To quote Holmes: 

Let he enquirer begin by... on meeting a fellow mortal, larning ata glance 
to distinguish the history of the man, and fhe trade ar profession ta which 
he belongs... by a man's fingernails, by his coat-seeve, by his boors, by 
his trouser-knees, by the callosities of his forefinger and thumb, by his 
expression, hy his skiri-cuff-hy each of these things a mans calling is 
plainly revealed. That al united should fail to enkehten the competent 
Enquirer їл ату case is almost inconceivable. 

Indeed; but becoming that competent enquirer is fr from a simple matter 
Holmes also tells us: 

t is a capital mistake to theorize before you have all the data. it biases 
tha judgmerit... the difficulty is to detach the framework offact—af absolute 
undeniabls fast- from the embellishments ofthearists. . having established 
ourselves on this sound basis... to ses what inferences may be drawn and 
what are fhe special points. 

1 recommend that you read—or reread—the Sherlock Holmes stories—not 
so much for his analysis of specific clues, some of which are not valid for our 
era, but for his way of thinking, of approaching the problem. Note, for example, 
in The Adventure Of The Blue Carhunce, Holmes! analysis ofa hat, and compare 
itwith Garretts real-life experience; note alsa, in that same story, how Watson 
seesall that Holmes secsbutisumable to think backward and determine what 
itall means, 

Other useful reading woud include (as I mentioned in OMNIMANCY) books 
dealing with criminology, criminalistics and crime soane investigation. Such 
books are particularly valuable in showing how a chu, or physical indication, 
js converted into faci this is the aspect of object reading you will find most 
difficult to acquire, 

eehould be noted that when youre using dese techniques ina psychometry 
suutine you have a great advantage over the examples cited —which is that 
you have not only the objectbut the spectator to Whor it belongs as subjects 
{oranalysis, A deduction made on the basis ofthe chject can be confirmed— 
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or canceled out-by what can be learned from analyzing the owner of that 
object. If for example, ne object isa set of keys to a Ferrari or Testarossa, a 
reasonable assumption might be that the person has a bit of money, if thes 
person you know to have offered the keys looks like he dresses out of a 
Goodwill bin, a probability now is that he has borrowed the car. Note that it is 
ıa probability only, and by no means certain; many rich people, particularly 
Ihe young rich, Āres exactly as they please. And remember Howard Hughes? 

1 would be possible to give several more specific examples of object- 
nalyeis~but since each new object presents specific problems and challenges 
such examples would not give you any all-purpose yardsticks. The only 
possible merit of further descriptions would be to convince you that this can 
actually be done—and if haven't convinced you of that by now there's little 
point in wasting more space 

Jn fact—to be quite honest—objectreading is nol something that every. 
‘person can do. Much as with contact mindreading, this reasoning backward 
requires a particular and peculiar mind-set which some people have—and 
some do not, | wil say, however, that anyone who otherwise meets the 
requirements of competent mentalism can practice object-reading tot least 
come degree. 

‘There is itle more I can say atout this; object-reading cannot be taught 
except possibly en a one-to-one basis--but it an be learned. You learn it by 
doing: by taking the object and seeing everything, and then thinking about 
‘what you have seen and coming to conclusions by staring those conclusions 
and Finding out if you're sight arid fos, why you're wrong. Do bearin mind 
"baton have the psychometry routine itselfas a safety-net; even when your 
reading goes awry, you car end successfully by Identifying the owner. Given 
that this is trus, you bave a perfect situation to carr-while-you-learn; a good 
‘thing, because this you can only learn by doing 

+ 
Leannot resist the temptation to include here one other approach to psycho- 
metrictechnique: 

Doit legitimately. 

By this T moan—hold the object and begin talking, saving whatever your 
intuition tells you to say. 1f you are consistently wrong it is likely that you do 
not possess the gift of genuine peychometry... 

amd if yo are consistently righ! T suggest you get in touch with the 
Amazing Randit 
OBJECTLINKING 
By the above heading I mean what most people think ofas the basic method- 
ology of psychometry—ways of linking the object with its owner. 

AS have noted in the introductory comments, there are many such 

‘methods available to the profession, and you might want to check those 
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sources. The concepts which follow are, unless otherwise noted (and to the 
Dest of my knowledge), original with me. 

For purposes of clarity we must consider two basic approaches to the psy- 
chometry effect; those where the items offered are put in separate containers 
or wrappings, and those where all lems are collected in (or on) one container, 

Oar first group of methods will concern the separate containers; of these 
the most commonly used are envelopes, so Tet us begin with thom: 

Eraser's Edge 
A hard rubber eraser is run along the edge of the envelope; this gives ita very 
distinctive feel. By giving the four edges values of one, tro, four and eight, 
and using them in combination, this technique can be used to indicate up to 
Sixteen envelopes. It should be noted that it wil also work behind che back, 
since you can orient the envelope by feeling for the point of the flap. Such a 
mark is virtually invisible, and could only be detected ifthe spectator opened 
the envelope out fat. 

Stampede 
‘A rubber stamp bearing your return address is used. A very slight variation 
In position—closer tothe left edge, caser to the tap edge, tilted slightly to left 
or Fight=while Invistbc tothe spactator wil be very noticeable tm you 

“Another approach to using the robber stamp involves the use of different 
brands of stamp pad which, again, will produce differences obvious to you 
‘but not to the spectators, For thi, ed ink seems to work better than black, 
having a bit more variation 

Post Facio. 
‘Here the envelopes are printed with your address; lare ofcourse identical 
‘but the postage stamp you have so thoughtfully provided on each one is not; 
the perforations have been trimmed on one or more of the four sides. The 
premise is that these are normally used by you as business reply envelopes; 
‘you just happen to have them handy, This therefore only makes sense in a 
‘supposedly Impromptu situation. 

Cornered 
The envelopes here must be “fresh out of the box’ and undamaged. The 
marking is done by bouncing’ one corner of the envelope on any hard surface, 
thus blunting its point. As with the first technique, this can be felt as well as 
‘seen—and the one-two-four-eight combination idea can also he used with this, 

Branded 
Inthis method the envelopes are not marked at all—in fact, aspectator could 
take his to a lab and fail to find a secret identifier because there is none. 

‘What you have done is simply to shop around until you have jive different 
brands of the same size white envelope—five which, while appearing identical, 
can be told spart by you—and assign them values from one to five, The orly 
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drawback to this method is hat finding such a set of five is bothersome, and 
gets more dificult as the number of envelopes used increases. The method 
itself however is quite workable and practical. 

There are, of course, many other ways of wrapping objects; small grocery 
‘bags can be used, for example, as can almost all kinds of containers, from 
Jewelry boxas to flm cans—and at times the kind of containor will be dictated 
by your choice cf presentation. 

Lers consider a few other approaches: 

Printsiple 
You take a double sheet of newspaper and tear it into cight large pieces, 
which are given to the spectators to wrap up their objects. Here you have 
simply noted a prominent feature (heading or picture) in each of the eight 
sections, and you fold and tear the paper ina set pattern so you will know 
the order of the pieces. This method is most logically applied to an 
(apparently) impromptu situation. 

"The temptation to usc this in the same routine as a torn-newspaper 
prediction such as Headline Hunter and ils variants!®—shonld be resisted. 


Seequence 
A point inat nas bothered a tew performers a the necessity for nanding ont 
the containers in seene; this can be avoided by mixing the envelopes and 
then handing them out in an apparent haphazard fashion which results in a 
proper ascending sequence left 10 right There is, however, another way. 

The idea here io us tema which hy their very nature can only be taken 
in order cote" Tape, for example, which you have unelled, marked and 
re-zlled; each spectator ia uta takes apiece to seal his or her package, (OF 
ourse you must sse to it that these pieces are all much the same length.) 

Any kind of writing pad may be usod; it is Togical to tear the sheets off in 
order fom the tp." 

“Another way to use this Idea is ata party or special situation in a private 
home. You stip out to the kitchen, unroll the paper towels and mark diem, 
then of course roll them back up. You should always mark a few more than 
уса intend to use since there is the chance a few paper towels may be used 
before you get lo them again 

“Abitof havsht wil suagest other Roms that can be used with thie principle. 

PsychomeTryst 
In this final method for his subsection we have a technique tø be usod in those 
situations where you have no opportunity to get at the containers and mark 
mem. The only requirement other than the containers is a deck of cards 





"Diseased in MINDSCRIPT 2, page 381 of this volume. 
aymond 1. Befhr's rem cf marking notebook page, езенй n his My ark 
long Ant Dead est n Gansnn’= Mace OF THE MIND, page 38, has an application here 
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‘The spoctators place their objects in the envelopes (ot whatever they then 
each select a card from the deck and seal it in the envelope along with the 
‘object. You make your divinations as usual. 

tis, of course, only necessary for you to know who got what card; you pay 
no attention to the containers. This can be accomplished in a number of ways. 

The simplest and quickest is to nate and remember the top Ave or six cards 
of the deck and then execute a crossing-tho-cut force. TF the cnt crossing is 
done as thc first part of the routine, by the time you get back to the deck to 
have each spectator in turn lake a card, no one will remember precisely how 
the cut was marked, 

1fyos hav s Sal deckt stack there ao two possible approaches: a spactator 
can give the deck a straight cut, eal off a card each to the spectators taking 
part and then lake one for herself you simply spot che bottom card of the 
deck and thus know the sequence of selections, Another way—and here yon 
really must use a memorized stack rather than a cyclic (Si Stebbins, Eight 
Xings) stack—is to hand each spectator bunches of cards; since you hand each. 
the same number of cards, they can then choose any card froma their packet 
to seal in the envelope, You will know which group it came from and therefore 
which person. 

These are only a fow suggestions; given the basic concept, it is clear that 
there are endless applications of card-handling technique to determine wha 
"belongs to what card. 

As with Prinestpls, the urge to diuine the cards should be suppressed; thats 
simply exposing the method in reverse. 

The presentational conospt is that you will use psychometry with the object 
to determine he subject's past and present-amd cartomancy with the card 
to peer into their future 

Obviously any kind of cards can be used in this routine; it is particularly 
effective with Tarot cards. 





+ 
‘We will new disouss those methods where all the objects are collected in anc 
container. 

Many yesrs ago one of magic s true geniuses—U.F Grant produced aa. 
item he called the Mentalist’s Napkin. This is basically a Devil's Hand- 
kerchief but with one important change, which is that one side of the 
pocket area s of clear plastic. The audience, of course, is unaware of this 
window. The major use of the prop is to read questions collected in the 
hanky, and it is still one of the very bast ways of doing that effect—but of 
course it could also be used for psychometry; as each person secretly places 
an object into the bag you could see it. 

Amumber ofvariations ofthis prop have come out over the years; currently 
on the market is a two-compartment cloth bag, one section containing the 
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window. In Pabular" Barrie Richardson described the use ofa simple paper 
bag, likewise provided witha window specifically for the psychometry effect- 
Peter Warlock, in his New Pentegreon’, has described a simvlar approach using 
{large manila envelope, along with some excellent pointers on handling. 

A different approach, desorbed by Charles D. Potts in The Magic Circular! $, 
andisterby Kirrel Fox and others involves he use ofa bag with several inner 
compartments; aa you go to each person in turn, your fingers within the bag. 
open a new compartment to receive the object. While in theory this is a nice 
Solution, in the hands ofany other than an expert performer there is the chanos 
of fambling and awkward pauses while getting ths right pocket open. 

Bagatelle 
My own solution for this version uses a plain cloth bag of thin but opaque 
material; it is ungaffed. 

The secret is so obvious that no one ever seems to notice it-and it is dis 
hile you car'teee the object when fcis placed into Ue bag you can- because 
ofthe thin material—tell is shape. From its impact you can get a cue to its 
‘weight, The only bit af handling required is that as each succeeding object is 
dropped in you hold the bag so it goes into the opposite corner from the objects 
alzeady there, so you can get a rough idea of ite shape. As you move toward 
he next person you tilt the bag to bring his object into the corner where the 
other objects lic; often you will hear a sound of some kind that will likewise 
provide a clue 

‘As a trial will show, once the objects have been dumped out onto the 
table it will be very easy to link them with the characteristics you noted 
during the collection; you should not, however, attempt this with more than. 
half-dozen objects. 

+ 

From time to time there appear on the magical market boxes with sliding 
panels through which you can geta glimpse of an object placed within It is 
Sbvious that these can be used in much the same way as the window enve- 
Jopes and bags previously described. My only suggestion here is thatit might- 
be a nice touch to use the box as a container for some other item, and only 
have it used for the collection as an afterthought; this thought can of course 
‘be applied to the other containers mentioned. 

Yet anotherapproash involves a concept first put in print (to the best of my 
knowledge) by Petar Warlock He suggested that the objects be collected by 
ап assistant on a tray; the angle here was thatthe assistant held out the tray 
so the person could only conveniently reach a particular spot, and thus the 
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‘objects ended up in a particular pattern on the tray. This is an excellent and 
convincing method. Fer the performer who works alone I'd like to suggest 
two related alternative approaches. 
Tray Chic 

In the first version you put on a blindfold and then explain the general con- 
cept of psychometry as a spectator collects the items. These are brought to 
‘the stage and the effect proceeds as usual. Here you ars using a blindfold with 
epod straight-ahead vision and simply tasc dt spectators, taking nate of the 
objects as they are collected, [nvising ts method, the lager te tray the beter, 
so {hat the assisting spectators arms ate less likely to obscure your view of 
the proceedings 

Inthe second version itis preferable to have a smali tray; this is on a table 
toone side. You are, as before, blindfolded, and the spectators come up oro at 
a time to place thelr objects on the tray. 

Here you use a downward-peek blindfold, and situate yourself so that the 
tray is in your line of vision. The tray is used ta confine the spectators to a 
specific arca in which to place thei tems, You can either call on each person 
in turn to come up, or have them come up in any order they prefer, and iden- 
у ат Бу the ancient device oFnoting their chou, 

Ба 
‘This last specific method to be described breaks several of my selfimposed 
rules—but may be of interest. 
Quantum 

On you table is a simple wooden stand holding five of your business cards; 
one at a time five spectators come up and, unseen by you, exchange any 
of the cards in the stanê for a personal credit card. This having been done 
you collect the five credit cards feom the stand and proceed to link them 
With their owners, 

‘The ‘simple wooden stand! i, of course, a Quantimental stand working 
‘wil be obvious to the hucky oxeners ofthis rare prop. One point—in some 
stands the slit where the cards are placed may be too narrow for the plastic 
credit carû; you can either attempt to widen it a bit with fine eandpaper—or 
have the spectators replace yourbusiness cards with their own business cards. 

Ieshould be noted that itis not necessary to possess a Quantimental stand 
touse this technique. You can simply have five marked business cards. In doing 
the divination you ask the speciator to hand you the business card and on It 
‘you write his name; you simply note which carditis, having memorized the 
Bve credit cards as thoy lio în a row on the table (replacing the row of busi 
ness cards you started with, 

- 
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In this technologically sophisticated age there are many other posable solu- 
tions; a box, for example, that would automatically weigh each object as it is 
placed within and chen give you the orderby-weight, either by means ofa. 
hidden LED panel on the box itself or by an automatically transmitted FM 
signal. Trays, tables and bags could likewise be electronically enhanced. 

‘While these approaches do have a certain charm—and for special situations 
or conditions may in fact be the best sofutions~in the usa 7un of things itis 
probably better to depend on your own ingentity and simple props than on 
expensive and temperamental microcieculuy. Consider: even Tom and Liz 
‘Tucker only used their sophisticated equipment as a secondary system, and 
depended for the mast part on their own unparalleled mental skills. 

+ 
(One ofthe most popular marking systems for psychometry—at least in the 
Tieratuze-is the fabled manfrick. 'm аай 1 mast tako the somewhat отец. 
cal view thet I think itis quite undependable. For one thing, as Tony Raven. 
points out, if you use the nailnick on a cheap envelope the mark may fade 
outof existence. 

28, om the other hand, the nick is visible to you-it is ale visible to the 
spectator; [have been present several mcs at performances where spectators 
did spot the nick. (In cach case, incidentally, while thay commented on the 
fact to thoss around them they did not stand up and denounce the performer, 
who undoubtedly thought he had perpetrated a deep mystery.) To (again) 
quote Annemann: ‘audiences ar far from being as dumb as some performers 
Saem to think“ 

Another highly touted method is that of the zip code, with the last digit 
changed in an ascending sequence 

There have heon several versions ofthis in print—but in my opinion they 
are not nearly as good as an unpublished idea created by none other than the 
Amazing Randi, which he has given me permission to mention here. 

Fandi used a set of envelopes with his recur address; the key digit was 
within the apartment number ot thezip code—and thus much less noticeable, 

(NOTE 1993; Given the existence oflaser printers and fairly sophisticated 
envelope addressing programs, it is not at all dificult to produce sets of 
envelopes which have a professionally printed look but which have been 
differentiated in some fashion.) 

Tam less rhan thrilled, however with any ofthese methods, because they 
constitute ironclad and irrefutable proof of your chicanery. It may never. 
appen that people notice this gaff but if they do you have (as they used 
to say on the lower east side of Manhattan) ben caught With your duke in 
the tambourine 

Do bear in mind that just because you can get away with something for a 
while is no reason to suppose your methodology has reached perfection. 








SUBSIDIARY 
TECHNIQUE 


ae This subsection will consi ofa potpourri of techniques, affects 


and methods for psychometry, and various additional notes. 


LOCATING THE PARTICIPANTS 
Hare wa rapeat the headine from Subsection One; there we 
discuss oho problem- here we! consider some sofutions, 

The simplest, bestand maet dependable solution isthe use 
of a good mnemonic system. Being a mentalist without a 
good working knowledge and still in mnemonic technique. 
is ike being a musician without baing able ta read musio; 
you can manage, certainly, but you're Just making things 
Tard for yourselë 

"The best texe ia Harry Lorayne's REMEMBERING PEOPLE (hard 
cover edition from Stein and Day, paperback from Warne 
Books); it will ie you all you need to know. Another good 
discussion, while not as modern or complete as Lorayne's, 
urate SIO FORGETTING. 

Tor those who wish to use a mnemonic technique while 
expending a little effort as posible —using a Onefsa Gun, Tloo 
îs a Shoe’ rhyming list you can associate the object from the 
Estwith dhe persoa who gets he appropriate envelope. Trcally 
dont recommend this and mention it only for the sake of 
completeness. 

Another approach to this problem is to disregard the specta- 
toss altogether o give envelopes to whoever happens to be 
Sitting in chairs you've plcked according to a preset pattern, 
‘There are a few peebleme with this—of which the two primary 
ones are that you axe left no Tatitude to pick people who offer 
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good possibilities foz the reading: and psople might change seats, in which 
Case your mystical abilities would take a rapid nosedive. 

Still another angle is to pick people in aleftto-right pattern who are wearing 
a particular colar; while marginally better than the previous method, this 
suffera from both disadvantages mentionod, 

‘Ata fair number of places a mentalist is likely to perform—conventions, 
sales meetings, etc everyone is wearing a name tag; in this situation you 
ave a number of options. You can distribute your envelopes in alphabetical 
esdes--or to people whose names you can picture as objects (Stone, Mills Post, 
eic) or f you've had enough Ume to spot them beforehand, a specific group 
of names in order. 

This brings to mind an sea of PA. McDonald's which appeared in Ain 
and is excellent; here, rather than going for names, you are going for physical 
oscriprions. In ocher ssonds No. One caus a man ina brawn suit wearing 
slassas; No, Two isalwaysabranctte woman inalightcalored dress; No. Three 
isalways a man witha beard; and so on. As McDonald points ous, thie means 
you can begin a description ofthe spectator without having to look ên his or 
her direction. 

While several of these techniques are perfectly workable, itis still quite clear 
‘hat the boot solution io tho fiot ono mentioned uos ofa good mnemonic 
system. Such a system is an essential, in fact, should you wish to uso the 
‘presentational variation now tobe described. 

‘The usual procedure ist take cach envelope, open it and proceed with the 
reading. T suggest that it migh: be more useful to open all the envelopes—or 
empty the bag or tray—so that all the objects are out on the table (placed there, 
if you wish, according ta memorized patter). Since the method of collection 
isthen no longcr in evidence it gradually fades from the mind ofthe spectator, 
and the visual picture thus presented has an appearance of authenticity 

‘Note: should you use this variation it ie well lo have another object or two 
on the table to partially obscure the sight line of the audience; for reasons 
previously mentioned, you don’t want them to be able to study the objects 

THE LAST TWO ITEMS 
Irhas aen pointed ontby several writers on paychometry that with the last 
item you have something of a problem; if all others have been identified, it 
must by elimination belong to the remaining spectator. 

The usual solution bas been to hand out the last tiwo items at the same time; 
tbis is a perfectly workable soiution where the presentation is aimed prima- 
rily at identifying the spectators—but If you are stressing the object-reading 
aspect, this tend to give tho last nwo participants short shrift- 

"The ideal solution is to determine, early on inthe routine, which ltem offers 
the best possibility for a strong reading: if this reading is wel doni it will play 
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‘quite acceptably as a climax to the routine. (Also—if, as described in the 
following subsection, you hava clipboard information to work with, there's 
Tittle question that a sefficiontly impressive closing reading can be delivered.) 

Another approach ito incorparate a version of Annemann's Volt! effeet, 
to wit 

Let us say nine items have been collected and six have now been psycho- 
metrized. (in this variation the teme stay іа the envelopes. After a few words 
on how everyone possesses the faculty of psychometey to a degree, you then 
have the thee remaining spectators each choose an envelope and." through 
‘equivoque—get their ov objects back. 

'A variation on this variation takes a lea from Chan Canasta: here only the 
ivo final envelopes are used. You ask onc of the two remaining participants 
fe choos: the envelope he thinks is his; he does s0. Ie has chosen correctly 
it proves how paychic he is~if wrongly you ack i£ you can't persuade him to 
change his mind, ifie refuses you end by saying, Then J afraid youre wrong 
land Tm right Because | sense the objet ou hold belongs to the other peram..." 

Another vay is not to try for a 'big' finish at all, but instead segue into an- 
other effect, as follows: 

You look for the itera least likely to give you a good basis for ohject- 
Leading some brand now tem ia boet for thie and cave that for last. When 
You get to his item you point out that (a) it must belong to the Jast spectator 
ind (5) since itis so new it has absorbed few vibrations. You then do what 
reading you can, working from the object and the spectator—and then 
Suggest that you try something else with him or her and use the person's 
assistance In the next effect. 

“This is not, obviously, for a punch-affect sor of show but in the right sita- 
ation it ean play very convincingly. 

‘Sill another approach isto use the last iter or two fora sebsequenteffect, 
two such ideas will be mentioned later. 


CLIPBOARD READINGS 

‘1am talking specifically here about situations in which the spectators are 
approached as they enter the venue and are asked to fill out a slip for possible 
Tarer usa in the show. This is done as tha first spectators arrive, and those who 
show up a bil later are not aware that anything has besn written by anyone. 

(This technigno prety much requires the employment ofan assistant-who 
should appear to be working for the showplace, not yon. It is, of course, poi- 
Sible to do it yourself; this is, however, inadvisable for any numberof reasons.) 

Ieis necessary for the assistant to be able to key the information in the boards 
tospecifie members ofthe audience who do the writing, either by noting the 
айшә! seat number or oherviae Fixing the location, ot hy using mnemonics 
to link the spectator with a specific position on the clipboard. 
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Three of four clipboards can be used, with varying printed forms—some 
asking for questions, some for information. The questions arc used in a 
(GA segment of the att, and the information incorporated into the psycho- 
metry routine. 

(One excellent example ofa subtly prepared printed form is that described 
by John D. Pomeroy in his book MenToLoc®") 

There arr, ofcourse, any number of good clipboards available, ranging ftom- 
the assie Nelson UP Board to the Fields Device'®. Ifyou plan to use any version 
of this technique I strongly recommend you get a number of boards, rather 
than have the assistant dash backstage, get the questions, reset the board and 
Tun back out. This isa false economy and also impractical, since you don't 
want to distract tha assistant from the main purpose of corralling the spectators 
and spotting their locations. 

COMBINATIONS WITH OTHER EFFECTS 


Tt would be impossible to list all the possible effects that could be done with 
the objects you're likely to gee in a psychometry routine; however, a few 
Suggestions can be made, 

(One item that almost always shows up isa ring of keys; this immedi- 
ately преко keyshending nf getting the spectators prrmssion Ut alsa 
inspired the following: 

Ringkle 
You are down tothe Tast two items, which happen tobe a ring and akey; con- 
cluding the readings for these you hand them back to their owners. One of 
the two stops you, saying he gat the wrongobject—the key instead ofthe ing, 

The other spectator however, shows that he too hasa'key, which he confirms 
is his own. You appear genuinely puzzled for a moment and ask to see the 
key the first spectator holds. Looking at it, you exclaim, * .. but this is my key, 
the kay to my house Justa moment..." 

From your pocket You remove your keyease and thers, dangling ftom one 
of the keyhocks, i the spectator’ ring, you apologize, explaining that these 
things will sometimes happen and that you have no control over them. 

‘of course this is just amy one of the several models of Ring Flight appa- 
atus; at some point early n tho routine yon fingerpalm your awn housekey 
from your pocket; and when you pick up the ring you attach it to the pull 
and yet another miracle ensues. 

Ifyou us this you must play itas indicated; otherwise you have done. a 
‘nice magica effect and killed the psychometry stone dead. 

(IMPORTANT NOTE: Ifyou do the above routine—or, indeed, any type of 
Ring Flight effect borrow a ring which is a plain band, not ona with a stone: 
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‘A gem may be loose in its setting, and to use a ring containing a stone for this 
‘ype of effector indeod, most effects—is asking for trouble J 

(NOTE 1993: The keycase effect has now become so common among 
magicians that rd have serious doubts about doing Ringke, you will have te 
decide whether, given this situation, itis right for yor.) 

As tw other effects 

Another excellent possibilty here is Phil Goldstein's Chaos tobe found in 
“TH Bout BOOK OF MERIALISVA^ it can he adapled very nicely. 

Since, along with keys, another object that tums up asa near-certainty is— 
as indicated above—a ring, you have the option of daing the Linking Finger 
‘Rings or any of the many possible ring effects Do keep in mind, however 
that you are doing a mental act, and exercise restraint in the choices you maka. 

you get a Jatchkey you can do Jaks’ Tuming Key; ifa hatpin, there area. 
few effects by Jaks ond others hat would Dt; and so on ond on, AS Tsaid, itis 
impossible to list all possibilities hero—that, in the final analysis, willbe a dimeet 
result of your own background, knovledge and performing adaptability, 

MISCELLANEOUS NOTES 
Tn this final subsection Twill try to cover anything that did not ft neatly under 
Some previous heading, as well as providea few aiditinnal thought on oono 
items already mentioned. 
With A Medium 

A paychometry routine combined with a code act can be very effective, 
particularly if the performers are skilled at communicating descriptive 
Information. 7o employ the object-reading techniques discussed herein, 
however would require a coding system ofellectively limitless range, On the 
other hand, one great advantage of such a routine is that all the attention is 
on the medium and not on the person holding the object, 

‘An aspect ofthis might also be used as a combination e, In a private- 
party situatlon you have just done a psychometry routine. You then give the 
zame and phone number of your medium to the audience -one of the abjecta 
is chosen—and when callcd the medium describes it 

‘There are any number of methods for accomplishing this, including several 
Tecent (and expensive) manuscriptstouting methods which n a couple ofcanes 
might charitably be described as less than certain in working. As has been 
‘mentioned, ina peychomerry routine there are one or two items you almost 
always get; you could simply force onc of these by equivegue—and if the 
proper item doesn't show up, you simply don'tdo the effect. 1 grant this method. 
doesn't have the baroque charm of the high-priced spreads -bnt it works, 
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In The Dark. 
Pychomeszy can itintoa séance setting very nicely and there issomething 
distinctly strange about siting at a darkened table and listening ta a voice 
describe your past and present... 

from a technical point of view there are two problems; identifying the 
envelopes ard being sble (o ses the objects enough to do an object-reading. 

The first of these is no difficulty; several methods have been given for 
marking which will work by touch alone (and don't forest the Warlock Sense 
{In The Dark with the shimmed envelopes) and more are available elsewhere. 
in the literature 

Gelling a look at tha items is a bit more troublesome. Ifyou use onc of dc 
wirdouchag methods you will geta glance at them, but nol much more. Once 
the lights are ont your approaches are even mote limited you could use 
something along the lines ofa luminous bag but it would give you only mint 
mal hep. A method ance used by mediums, and invented by Henry Hardin®, 
‘auld be used: a rubberized cloth bag is put over the whole upper body and in 
this lightproof enclosure a flashlight is used. Before you seriously consider 
this 1 suggest you take into account the fact that most fabrics which are 
Варте illa opent 

IE you work wih an assistant, you have no problema: in the dark the assistant 
simply takes the objacts and goes to a lighted room to examine them, geting 
the information te you in he eld fashioned way—weiting on aluminous card— 
or the newfangled wayan FM pickup stuck in your ear 

Or—you could have the room bathad in infrared, and put on a pair oF 
sniperscope goggles. or for that matter use a cascade image intensifier.. -isn't 
technology wonderful? And expensive? 

Trayce 
Mentioning luminous bags reminded me of this~a tray which has had its 
Upper surface coated with luminous paint; obviously any object eft on it 
for a time will create a shadow, and applications of this information can 
bbe readily deduced. 

Likewise, the commercial item Clairvayance, which again usos Tuminaus 
materials, suggests a possible use in a psychometry routine where the order. 
and thus the identification, of the objects could be deduced from the inten: 
sity ofthe glow—the brightest container heing the last one placed in the bag, 
{he dimmest being the first one placed in the bag, "This is an interesting notion, 
| think, but мой not go too far regarding its practicality. 
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Giveaway Collecting Box 
The ingenious Edmund Rowland published an 
original Pentagram. Tt consisted of a small box 
behind the performer's hack, itrmoelved five poker chips from as many spec- 
tators and then tha performer (by means ofa simple and quickly disposed-of 
aft) Vas able to detormine who had dropped in which chip. 

‘While poker chips do not offer much in the way of a good psychometric 
‘presentation, coing carried by the spectators might logically carry forward the. 
theme. Those interested ara advised to Took up the original article. 

Contact Mindreading 
In an impromptu situation contact mindreading can be used very effectively 
io determine which of a small number of items belongs to a particular 
spectator Tisa very elementary test; note too that you have a perfectly logical 
xeason to grasp the spectators wrist—t0 ‘tune in’ on the psychometric vitae 
tions (nanara). 





+ 


AFTERWORD 
“The art ot psychometry isa tew thousand years old, and the illusion cam 
be much less ancient. In view of that, I hardly expect this to be the last 
word on the subject 

As noted, I have not even tried to cover the many card-writing versions, 
fom those mentioned in the introductory comments to such as Gene Gloye’s 
Doodles routine or Ray Hyman's Wha's in A Name?™*—there are enough 
“possibilities there for another monograph ofthis length. 

T have tried tobe reasonably complete in my treatment of the subject; at 
the same time Ive tried to avoid going over methods and techniques readily 
available elsewhere, and with which te intended reader of this work is 
familiar Soon enough I've no doubt Iwill learn co what extent I've achieved 
this alm. 

Paychometry maken great demands on the performer's technique and 
performance skills and rewards him or har with one ofthe most convincing 
dramatic illusions in the whole range of mentalism, 

what you've read here helps you In creating that ilusion, this section has 
served ils purpose. 


“чы В, Ко. & March 1054; page 41 
Stinking king, Vol. 6, No.1; Jan. 1957; pogo 78. 
Linking Ring, Vol. 2, No 7; Sep. 1952; pat ВВ. 


149 


150 


Minn, Myre & MAcick 


CROSS-REFERENCE. 
Condic&bra- page 288 
Speakeay~page 607 
Quinsation—poge 671 
Psidentify- page 685. 


SCRYPT 


[1981] 


I 1S INTERESTING to note that while billet routines—effects involving falded 
slips of paper—are guite popular in magazines and books dealing with 
mentalism, one almost never sees snch effects performed. 

To the cynically minded an explanation $r this phenomenon is not diffienlt 
ta discover It is unforeunately true that many people go into mentalism 
because they lack either the dexterity or willingness ta practice which is 
necessary to most good magic, and feel that in montalism they can get hy with 
the knowledge ofa few secrets or subtleties. 

And, indeed, they often do get by'—just, 

However rhon they tern tobilotvvork thoy find that apooior of harasrorlt 
rising up again before them, and they quickly veer avay co the latest push 
button marvel hat promises co do everything for them. 

Tnall honesty it must be pointed out that this is not completely a bad thing: 
It is possible to make a career in mentalism and do a perfectly decont act 
without ever once doing billet cffects—or, for that malter, any effects that 
require digital skills. Also— it will happen that people who come to mentalism 
from magic may tend to present billet effects a» sleightof hand feats rather 
‘han mental testsso In that sense, at Teast iis perhaps better that not too 
many people attempt hem 

tis also true that billet work demands more in the way of strong 
presentation than might other effects which possess stronger visual 
appeals. Ae with alot of mentaliem, there is no middle ground: either the 
‘performer is doing mental miracles—or tricks with lit nieces of paper 
‘Tho ability of tha mentalise determines which of these porcoptions the 
spectators take away with them. 

Having said that, let me point out some positive aspects of billet work: 

First... 

“billets are paychologicaily invisible. By this Imean that given convincing 
presentation the bits ol paper the performer uses do not seem crucial to the 
operation of the effect. They are only there as records of the thoughts of the 
performer or spectator, nothing more, and loom no larger in the minds of the 
audience than does e receipt slip in Unc bottom ofa grocery bag to someone 
havinga wonderful dinner 
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Related to this—we have all seen (and sometimes done) the following: asked 
{oe alitle something the mentalist graciously aosedesto the request Dipping 
into bis pocket he comes up with something that no spectator has ever oon 
before. This can range from some inexcusable plastic monstrosity © a deck 
of ESF cards. 

Flease wnderstand that am not talking about a performer working in a 
formal close-up situation. Here ESP cards and such would nat be out of glare, 
since the performer's reason for being there is to demonstrate hin or her 
Powers; therefore, carrying the tools of the trade is perfectly reasonable. 

However, the main tool of the trade is supposed to be te mentalist’ mind— 
go in theoretically impromptt situations, it would seem thatapparatus as such 
Jos no place 

Just about everyone carries a pad and pencil thougis—and tho presence of. 
‘suck tems in your packet will aise no eyebrows, even if you have galfed tham 
todo everything this side ofa Bach fugue. 

As to the question of whether itis possibleto present billet fects toas great 
effect as with other program items, anly a one-word answer is required: 

TOGEL. 

Thave a particularly vivid memnry of scetng Maurice Fogel lewuve forthe 
Magic Castle at the beginning of 1975; as part of that lectore he performed 
(put did not explain!) his three-billet test. The only props he used were a ey 
Slips of paper, chalkboard and chalk—and with those few items and thirty years’ 
experience he had an audience of magicians on the edges oftheir chavs with 
excitement and wont. This routine, together with his own version of the 
‘Tlephone Drama from Annemann’s COMPLETE ONE Man MENTAL AnD Pst 
CHIC ROUTINE formed a major part of Fogel’ act for many, many years, and 
dearly it demonstrates that billet work can be stunningly effective, when 
performed by a master. 

The problem is that only one of us was Fogel. On the other hand, in many 
fases we won't be doing our billet wark in the confines and to he require. 
‘ments ofa regular act, as Fogel did. 

In what follows you will find a number of items that can be used within a 
терага if however, you have no previous experience with billets, itis my 
recommendation that you work them in informal situations, unt] you are sate 
of your ability to present them in a do-oraie situation, 

BILLET TECHNIQUE, 
Most mentalists, hearing the word bit think of ome oF two things billet 
j ildhing, or the certer tear. Twill be giving handlings for both thesa techniques, 
but they are by no means the be-all and endvall of billet work. 
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Switches suffer from a few drawbacks- one is that the spectators somelimes 
‘suspect that you fiddle’ with the paper as you hold it and are somehow able 
to peek inside; often they think this regardless of what lengths you may go ta 
trying to prave that this is not the case. 

Another pecblem has to do with the mechanics of the switch itself; there 
ara some people who simply cannot summon up the necessary digital skill, 
or whose hands are too dey and/or rough for the necessary moves, At the other 
end ofthis scale are those who can do such moves perfectly except that it 
somehow looks just Пке that: moves 

Ihave provided a few switches herein; they have the advantage that they 
require very little digital skill, and do not have ihe appearance of moves. 

"The center-tear, in worthy service to mentalists since Dunninger first 
adapted this modiumistio technique in 1915, is a bit more of a prablem; in 
spite ofthe vain hope to which a few performers cling, itis ons effect that hax 
‘been vo thoroughly expased as tobe i its original orm, pretty near useless. 
(have found a description of ft in among other places ~a set of children's 
activity books aimed at the five-year-old with nothing to do on a rainy after. 
noon... Certainly there are many spectators who have never heard of this 
technique- but why take the chance? 

“Thors ars, fortunately, a few ways asuund its murale as well, and those 
also will be described, 

On the other hand, it doesn't pay to gst ioo paranoid about all this; whe 1 
am a great believer in the ‘fine points’ of a presentation, the litle subtle 
‘convincers that add the finishing touches to a mystery, I have discovered in 
any situations that angles which bothored me wentrightby the spectators. 

For example, some years ago in Magick? | mentioned that the traditional 
method of folding a billet {once in the long direction and twice in the short 
direction) to end up with a folded paper rectangular in shape was an artificial 
Way of going about it; that if you asked a spectator to fold a billet he'd fold it 
Jongahortlong ard you would end up with a square billet. For some switching 
‘methods abillet ofthis shape is not easy to uae, hence the artificial rectangular 
fold beloved of mentalists. 

Well—from a technical point of vlew I was correct; a spectator wil fold a 
billet into a square, However Its also true that a spectator wil notice nothing, 
d about a rectangular bille, and iFhanded a pre-crcased billet wil refola it 
as the performer desires, 

(tis true that if you have to give a spectator specific instructions as to how 
to fold abillet, you had better have a logical reason for so doing: farther on, in 
the Double Routins, Iwill give one approach to this problem ) 

This is not to say there shouldn't he some thought given to this; If, for 
example, you uve three pads of paper—each gaffed in a different way 5 is 
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‘better if they are alike in appearance and you switch in and out as required, 
‘only because most people don't carry around three different pacsand would, 
probably wonder why you do, Routining can help here too, if one effect 
requires the use of a pencil (a swami-gimmick effec, for example) and a later 
effect uses a ball-point pen, this can be handled by giving the pencil to a 
spectator to use ini his part of the effect, 

‘The same, of course, applies to other props, 1 once did a routine of elects 
involving four packets of envelopes; frora the audience's point of view the 
Same packet was in use through the entire routine 

The best approach by far—particularly when working in an impromptu 
situations to work entirely with borrowed materials. A number of effects 
to follow fall into this category, 


SWITCHES 


ао ласа Сонет Оно МАн Мота Ач Расни: яо. 

TIE) (amd later in ANNEMANN'S PRACTICAL MENTAL EFFECTS) 
tivo cxcellent switches are described; thero is also useful 
information in Corinda’ Step Six on billets in s Trax erc 
‘To MexTALISM and In Malcolm Davison’s secrion on handling 
billets in Ganson's Macic OF THE MINDS 

Aside from these, the only other important discussion is in 
CL Boatde's MATEY MENTAL. VOL. UNE, an eneyelopeate work 
on the subject which is, unfortunately, difficule to obtain. 

switches, infact, are nor absolutely essential to billet work; 
indeed, only a few of the following effects wll use them at all. 

However—doing my best nat to repeat information in the 
above-named sources—letme provide herea few methods ve 
found useful 

HAND TO HAND NO. 1 

‘Iwill describe two versions of this switch; the apparent action 
is the same in bath. From the point of view of the spectators 
you aze holding a foléed billet in one hand and transfer it to 
the other and back as you search for something in your pocket 
(usually a paper-lp to socure the billet, butt can be any item 
logically connected with what you are doing). xs 

In the first version you are holding the billet to be switched 
їп your right hand and the dummy is in your right (jacket or 
trouser) pocket paper-clip in the ls pocket, 

1. You apparently put the billet into your left hand but 
fingerpalm it in the right. 
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2, Your right hand goes into its pocket—apparenily in search of the 
paper-lip—releases the Bngerpalmed billet and takes the dummy 
in the same position. 

3. Your right hand, supposedly empty, leaves the pocket you did 
not find what you were searching for—and the eft hand apparently 
replaces the billet it holds in the right. 

4, The left hand gpes into its pocket and comes out with the paper- 
dip. 

HAND TO HAND NO. 2 
In the second version the billet to be switched is again held In the right har. 
‘The positions of the objects in the pocket are, however, reversedoie, € 
paperclip is in the righthand pocket and the dummy is inthe left, 

1. With the right hand holding the biter, the left goes into its pocket 
in search of the clip and fingerpalms the dummy. 

2, As the lef hand emerges from the pocket, apparently empty, the 
tight hand approaches and seems to put its billet inthe left hand. 
actually the bille i= fngerpalmed in the right and the dummy 
displayed im tha lef 

3, The right hand goes into dhe pocket, releases che billet, and comes 
‘out with the paperclip. 

As willbe evident ftom a trial, bath ofthese ways of switching are extremt 
asy to do and make almost no demand on manual skill. The advantage 
the first is that both billets are not ‘out front’ at the same time; the cor 
sponding disadvantage is that the billet supposed to be in the left hand is 
ofthe spectator's view for a time, In the second handling this is not the c= 
but bath billets are in play at the same tme. You'll have to decide which o 
suits yon best 

Lt should be noted that, depending as they do on a specific motivation 
‘heichandling—the performer's search for the paper-cip—it is not a good id 
to use these switches more than once in any given performance. 

unless you enjoy looking awkward 

PAD SWITCHES 
‘These are switches note the pad, of course, but with it. Using a pad for cos 
simplifies many problems of switching, 
‘The Takeaway 
“This may sound enue in description Indeed iis crude, or simple, in actios 
but in faot it is never noticed iî competently done. 

(One hand holds the pad, et the folded dummy hold by tho thumb on t 

side away from the audience; the other hand has the billet to be switched 
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As you talk, you simply 
bring the billet behind the 
вай, Ме tunder the thumb, 
and remove the dummy. The 
tay you do this will depend 
on your personal style of 
movement; 1f, let us say, yon 
move your hands around a lot, 
thea something along the 
lines of a top change with 
cals mightbe advisable with 
the hands only meeting long 
‘enough forthe exchange tobe mado. Ifyou are more reserved, you might bring 
‘your hands together at chest height and hold them there as you lean forward 
to adress a spectator; when your hands part the exchange has been mace. 

‘All shat can be said ofthis technique i that {you don’t attach any impor 
tance toit, neither wil the audience 

The Tearawey 
“The only basi dferonce between this switch and the preceding one is that 
the acon has a specie motwancn 

“The apparent action in this one is that you are holding a billet in one hand 
and the pad in the other The hand holding the bilet goes to the pad and rips 
îfa sheet which is handed to a spectator or otherwise used in the course of 
the effect; in this action the billet is switched 

The action is precisely fhe same as in The Takeauay, except that here the 
timing is not s0 critical because you have a reason forthe hands to approach 
each other 

The Flipaway 
Here the pad is held in the fand with the thumb crossing it diagonally atthe 
“upper corner; the dummy rests on he inner phalanges ofthe second and third 
fingors underneath the pad. 

The billet tobe switched is placed in the center ofthe pad's upper surface; 
the hand which held the billet then clears the table surface or performssome 
‘other action to make putting the billet on the pad logical 

Apparently the billet is 
dumped from the pad to the 
‘able; actually, as the pad turns 
toward you, the thumb comes. 
down and traps the billet 
against the pad while the 
Sammy underneath tho pad is 
owed t fl 
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‘This is an extremely deceptive 
switch that can be done in nearly any 
circumstance; it has very few bad 
angles. 

Note, too, that this can be used to 
switch out one afa group of billets 
collected on the padas for example _ _ 
to exchange one billet of several fora 7 
dammy as part ofa onc-ahead routine, 

EF the pad is large enough, and the 
billets of the proper ‘quiet paper, the 
stolen billet canbe opened bebind the 
Pad; you can then proceed, using The 
‘Takeaway, toawhich-and-ead through 
the whole series of billets) 

Billette 
A convincing and simple divination of the serial number of a borrowed bill 
can be done as follows: 

A folded bill rests underneath the pad: you have, of course, memorized its 
serial marrer 

Three speclators aro asked to stand and remove onodollar bills folding therm 
‘green side out three times into small squares, These you collect on the pad. 

Going to another spectator the bill ate dumped in front of him; inthis action, 
‘one ofthe bills is switched for the one underneath the pa. 

Using any simple equivoque—such as Annemann’sclassicpick up two hands 
‘me-one force®—the memorized bill Is forced, and the other two are returned 
lo two of the spectators 

In going to your pocket fora pen you leave thebill—and then, making notes 
of your paychic impressions on the pad, proceed with the divination, 

(Note: since three spectators are used, and none assures he will get back 
bis own bil, a switch ofthis sort is quite safe. some bill divination routines 1 
have seen in print suggest the usc of only one bI feel this s living danger- 
ously ince, iFthe spectator should happen to glance tthe number on bis bil 
beforehe folds itup, the effect is dead right there unless you decide to change 
the presentation tothe psychokinetic alteration of he mumber...'Gee, 7 dunno. 
how Tdo this stuf") 








MECHANICAL SWITCHES 
‘The heading above docs have a sort of clanking sound to it—but when T 
say mechanicall do nat have in mind some elaborate board with eis cords 
and pulleys. 
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Rather have in mind approaches which depend on prepared material rather 
than sleightofhand methods. 

Padded 
Since we have just been discussing switches involving the use of a pad, let's 
continue with them for a moment 

In his Main Mestat: VoL ONE, C.L. Boarde discusses a pad prepared by 
having a dot of wax on its underside? ifthe pad, together with a concealed 
dummy beneath it, is placed overa billet on the table so the wax comes into 
contact with the billet, the pad when later lifted will zeveal the dummy while 
the original billet will be carzied away under tho pad. 

Thisis a perfectly workable method with but one small problem; magician's 
wax—or beeswax—is not af uniform quality ar consistency, and those who 
use It often row that it will many times pick up what it shouldn't (lint, for 
one example) and not pick up what It is supposed to, be it card or billet, 

A piece of double-sided cellophane tape will partially solve this problem; it 
almost always picks up the billet. 

However usually once on the tape the billet ie thar to stay, an any attempt. 
to remove jt will resale in the loas ofa layer, at lane, af rhe paper, For some 
rontinco sio docese matos bot for those whore the billet hae to go back into 
play itis something ofa problem. 

The simple modern variation on this is to use a magnet set into the pad, 
about a quarter of the way ftom one end; the spectator clips his billet closed 
vith » magnetic paperclip, while the dummy you have underneath the pad 
is secured with a chp identical in appearance but non-magnetic. With thia 
method the problems mentioned are eliminated 

(Aetually=if you take care to Keep the dummy well away from the area of 
the magnet, itis not necessary to use a non-magnetic clip; it is not; however, 
difficult to find such clips, and why take chances?) 

Using this method, you actually have no need to rest the pad on the bier; 
the switch can be made as the hand holding the pad passes over the biet, 
releasing one and picking up the other 

‘This method and handling can alco be used to greater effect with a pocket 
secretary which—because it is usually larger than the average pad—can 
accommodate a more powerful magnet. 

(NOTE 1093: A simpler variation of this approach uses the stickum patty 
material available under many names from stationery stores. Its advantage 
is that it will peel away cleanly and holds well; the disadvantage is chat it will 
sometimes peel away onto the wrong item—ic, sticking to the billet instead 
of the pad or wallet. This can be controlled to some degree by using a paper 
with a glossy Anish and a pad or wallet with a rough surface; the putty tends 
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tostick better the rougher suctace, Another approach is to have a thin sheot 
Of he stiekum exposed through a window cat inthe pad; you will have to press 
own abit more to secure the billet, but the stickum will not be drawn through 
the window when the billet is removed.) 

Flipover Wallets 
While the use ofa Himber-typo changing wallet to effect a switch is an obvi 
ous thought, there is a variation on this that 1 have not seen in print; here the 
iden ls to use the wallet for only half the switch, as follow, 

"You are doing a prediction of some sort; lot us say you are using one ofthe 
TD. Case wallets. Having written your prediction and folded the paper, you 
Placa it into the pocket of the wallet and flip the wallet closed. 

‘The selection havingbeen made, you obtain the proper billet from an index 
(or as in the case of Tanner's Six-Card Mental Test or a similar effect the 
object itself 

Picking up the wallet, you flip it open and apparently extract the 
fingerpalmed billet rom it, tossing the open wallet down on the table as you 
hand the billet ta someone to read. 

Here the wallet has been used simply to get rid of the dummy; you have 
opened it on itsempty side. This ran he dana in rmasonably convineing fashion 
with items as largs as business cards or even playing cards; using this approach 
їп combination with a Menetekel deck, for example, will provide you with a 
convincing card prediction. (Sines this section is not concernod with card 
effects [will leave ît ta you a work out the details) 


STERLS 


а mentioned in the fist par ofthis monograph, itis not always 
necessary to use sivitches; in this section we will look at an 
alternate approach. 

‘The most convenient way of differentiating steals from 
switches sto say that in a switch a replacement is made so that 
the spectators think the original billet ia on view while in a 
teal the billet is noton view but hidden from sigh whether in 
or under something (in an envelope, under a book, for 
example), and actually has been stolen away. 

Perhaps the best steal in print, and one not Tikety to be 
improved upon whether for convincing appearance or 
simpli in working, isnot surprisingly—Annemann's 

It appeared in the aforementioned COMPLETE ONE MAN 
MENTAL AND Psvcuie ROUrINE in an effect called Telepathy 
Pus. The action was simply that you held cut an (empty!) 
coffee cup and the spectator dropped the folded slip within, On 
the way back lo the stage or to another spectator yon simply 
scooped up the billet with your second finger and, when set- 
ting down the cap, retained the billet ina loose fingerpalm. (The 
tirawingsbelow show the secret action; the cup WoUld of course 
be opaque, butis shown transparent to illustrate the move.) 
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‘The strong point of this 
particular steal 1s thar from 
the audience's point of view 
youappearneverto touch the 
billet. A cup is mentioned, 
but obviously the steal can be 
done with any small smooth- 
sided container. 

There have been other 
approaches to this sort of 
steal; in his Do Not Touch 
which appeared in Abra’, 
Jack Yates described an in- 
genous handling whereby a 
paperclipped billet in a glass 
or cup was secrotly removed 
by means ofa magnet clipped in the fingers—the performer using the magnet 
to draw the billet up the side ofthe glass and into the palm, 

‘These days, sires the advent of the Emerson-West Klin Ring. this could 
Dea very practical and useful handling. 

Another classic handling fora stesl— again Annemann's—incorporated the 
vse ofa thumb-tip? this was placed in the top ofa pay envelope (a dummy 
billet ested at the bottom of che envelope) and he spectators billet went into 
the tip, was stalon away on the thumb and the envelope was handed чэ the 
spectator to seal. 

Tt should be noted, however; that extraneous materials are really not 
necessary for convincing steals. As long aa there is a place where the billet 
‘an logically be placed, and where it is out of sight of the spectators, chat is 
81, really, that's required. 

"To again return to the pad cf paper, for example; you need only appear to 
‘lace the billet beneath it~ ‘where no one can see it You say, making a virtue 
‘of neoesslty—and simply fingerpalm i. Tn daing this you do not (as writers 
‘on mentalism are so fund of saying) make à move of it, but simply draw the 
stip back into the fingers once itis out of view, This isso simple that it can 
hardly be called a sleight, and depends far more on your acting ability than 
on any manual skill. 

Obviously, again, this can be applied in many ways: the billet can be placed 
undor a book or wallet or plate, în a cup or glass (opaque, of course) even 
{as Ive done a few times) in your own breast packet, 
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Lateran Iwill give the working of one of my favorite bilot routines which 
Teall The Double Routine—and, as you will note, it uses a simple steal of the 
type indicated above and no 'bilet switching as such, 
‘There may be billet routines you've passed over because they require a 
switch. You might consider going back over them to see if a steal might be 
used Instead, and thus simplify the working 
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CENTER-TEAR 


A 45 mentioned earlier a problem with the technique of the center- 


tear is that it has been repeatedly exposed, since itis one of 
the few mental secreta that can be revealed in one or two illus- 
trations and thus—Iike a picture showing the workings of a 
levitation gimmick—does not require any involved thought 
Process on the part of the audience in order to be understood. 

Over the years mentalists have become painfally aware of 
this, and there have been several approaches aimed at di» 
visine tke methodology hy psyrhnlogy or physical monns, 

An example ofthe psychologicalapproach îs the brilliant idea 
of wice-written thoughts frst deseribed by Bob Somesfeld in 
his MiND RīADER'S DIOESTÌI: you request the spectator to think 
ofa movie he's seen and write it in the circle (1 prefer to draw 
A bordered square in the center ofthe paper and tell the spec 
ator to £, „imagine its (he marquee’), then fold it once cach way 
as usual, Then you take the billet, hold it to your forehead and 
ĝi! to get an impression. You ask the spectator to write it again, 
this time with the name of the lead ator, 

As the spectator bustes himself about (his task you casually 
tear up the original billet, executing the tora center as umial 
Later, you divine the name of the lead actor or actress first was 
Somorfeld poinis out, the spectators sill hanging onto the slip 
With this new information, and you've never touched it 

‘A related approach was that of Annemann again, with Al 
Baker and Dr Jacob Daley; in thoir Notarial? a handling is 
described whore, in demonstrating to the spectator how to 
destroy a billet (the contents of which have been forced and 
thus ars known to you), you take abillet from the other of the 
two spectators involved and tear itup— doing the torn center 
move in the process 
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‘Tho physical approach began with Al Baker, who in his MENTAL Macici? 
described a method of doing the tear so that the information could be gleaned. 
during the process-insicad of later on, as had heen the case up to that time. 

Nothing much happened until the 1970's, when Al Mann began publishing 
his intriguing mental manuscripts. Among these were center-iear handlings 
involving a peek during the process ofthe tear; these wont by such names as 
ho Improeistr che bag-Eye Move and ihe Csterfnd Ultimate Cove Tear, 
(Richard Osterlind later published 4 full book on his handling, sled THe 
SURROUNDED SLOW-MOTION CENTER TEAR... AND OTHER TECHNIGDTS) 

Other recent versions include Bruce Bernstein's BERNSTEIN CENTER TEAR 
‘TeCIMIQUE and Richard Stride's Зслттта ‘THOUGHT, also Ray Hyman's The 
Leconte Tear”, 

Never one to shizk a challenge, 1 now present my own variation, pausing 
Only ro stross that itis a variation, nothing mor, filling somewhere between 
the Bornstein and Ostetlind techniques 

‘Those who have had trouble mastering the above-mentioned methods might. 
Mike to give this a try to see fit works a itle better for them, 

‘The spectator has writen someching in a central circle on a small 
‘paper, and then folded th paper once each way. 


sce of 





1. You take the slip in your 
Jef hand so that the folded 
center is under your left 
thumb, and the single fold 
cf the paper is horizontal 
atthe top 


2. The alip is torn in halfvez- 
tically; the loose pieces in 
the right hand are placed, 
from your perspective, in 
front of those in the lef. 





m 
Wanns Aronas, page 7; also his Kotorion, page 18 
Mann's Pata-Gaarts, nage 13. 

Tas Aros, page 17. 
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3. The plecen aro now rotated ninety degrees counterclockwise, so that the 

center section is to the leit and at the rear of the packet of pieces. As the 

Tight hand comes over to make the second tear, Ute nt piece is moved 

o the right (concealed by the right fingers) and the rear pisos is torn їп 

half again and the piecas are carried away by ihe right hand. 

4. The position now isthat the center saction alone remains in the left hand. 
Ieresis against the pad ofthe second finger and is clipped at top and bottom. 
tiges by the first and third fingers. The thump drawsback slightly on the 
‘outer surface and then releases it; the effect ofthis wll be thatthe outer 
half ofthe pioca wil spring outwacd slighty, 

"The right hand returns and the piece in the left hand is placad into t—but 
while the pieces are apparently held between the right thumb ard fingers, 
the near half of the center pisos goes behind the right thumb, and is forced 
halfway open. The right fingers are turned inward slightly to conceal this 
from view. 

The left hand moves away to gesture as tho performer makes some 
comment. The left-hand edge ol tho cantar is even with the edges of the 
torn pieces, so all looks innocent, 

1. The lefl hand retarns to the right; the left thumb touches the section 
of the center behind the right humb ard opens it out fully; by apply- 
ing abit ol pullback preasure here the left thumb can spread the halves 
of the second fold, 

‘You ask for an ashtray or some such thing; this provides misdirection to 

‘open the second fold halfway (aM that is necessary for the glimpse). Fyon 

have not been able to open the center fully at this point you have the option 

of tearing he front group of pieces again then you continue the opening 

procedure and the information is noted. 

9. This done, you continue tearing the paper into small fragments and drop 
them into the ashtray. 

An with all bifct work—including that which you wall find in this book— 
{you're going t have tospend quite abit of time with papers in and to get the 
technique down to whore it looks like natural movement, 

In OMNIMANCY | made mention ofa performer, scope worker, who mado. 
avery good living using nothing bat the center test A polntin handling which 
he stessod is worth repeating here: 

The tearing must appearcasual—it must notlook like a studied, worked out. 
procedure. The best way to create this effec is by an application ofan acting 
technique related to sense memory; what you mast do is to recall the last time 
you tore up a note, an old grocery list, or some other such item when yon 
were clearing a table or desk. You didn't tear the paper up in some careful 
pattern, you didn't hold ie wp en display, you didn't look at it as you tore it 
up-you simply disposed of something, garbage, which was of no further 
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importance. That is what hae to be going en in your mind in order to make 
the tear play as real and ordinary. 

and itigalso the reason why, whatever technique you choose to employ, 
ot must practice it until tls more than second nature, until the moves are 
30 automatic that you can do them without any conscious thought whatever. 
Ifyou were really taaring up a piece of paper you wouldnt have to thinke about it. 

(On that ‘holding it up on diplay’ business: 

"This is worth special and separate mention only because it is perhaps 
‘the most common flaw J have personally observed in witnessing perfor- 
‘mances of the canter-tear. The performer hald tha paper out in front of 
him at chest height and made a great point ofshowing that he was actually 
tearing up the paper, 

Such handling would perhaps be appropriate ifthe performer were plan- 
ning to restore the paper—but presumably he is doing a mental effect, which 
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isquitea different thing from a paper-tearing trick Та the context ofa mental 
Песи the performer dove not hava to prove he is destroying the paper; indeed, 

isoften advisable for him o appear tobe doingeo absent-mindedly, uncon 
scious of what his hands are doing. 

Consider: if the spectator was going to dispose of a small folded piece of 
paper, he'd probably just crumple i up and throw it away. Well—you have to 
{car up the paper in onder to cop the conter, but the spectator isn't aware of 
that unless you do something to bringt to his attention, like holding it in front 
Df his nose while you do the tear At worst this action will make him suspi- 
cious; at best he is liable ta think you're a trifle peculiar. 
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ees il give thisuibsection he above title because it concerns itself 


‘with a tear technique which isocculted hidden —in such aay 
That often the spectator is not aware the paper has been torn at 
all when tearing of the paper is done openly, the center has 
been acquired long before. 

Ron Baile Unrvensat, MIND routine, published in 1952, 
described a two-handed move to secretly obtain the center 
ection of along rectangolarhillet: inthis handling. part of an 
Sxcellent routine, spectators were never aware thal apiece of 
the paper had heen stolen, The tar end was concealed under 
the edge ofa baak or in other such ways which prevented the 
spectators from noting that a section was missing. 

Some years later in Step Sie: Fillets of Corinda's THIRTEEN 
Srrrs TO MENTALISM, Al Koran described a one-handed ver- 
sion of the move, shown to him by Jack Avis!* Though it 
attracted some mild interest when first published, the Avis 
move never seemed to catch on, perhaps because a number 
of necessary technical points could only be learned through 
experimentation. | know of at least a fow people who told 
sme flatly that the move was “mpossibte to do'—and doubtless 
this was the reaction of others whose preliminary trials met 
with failure. 

Itis, in fact, far from impossible, or even difficlt, given the. 
cree! preparation and materials, Indeed, once mastered, itis 
fone of the most usefol and convincing moves in the entire range 
Of billet workand itis this move alone with which this section 
will deal 

Before we get into the actual technique ofthe teag there are 
‘some preliminaries to be discussed~the writing material, the 
area of writing involved, and the folding technique. 
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Writing Materials 
A piece of paper about three inches by five inches is used; this is a standard 
Pad size, and 1 am going to suggest two specifie kinda of pads to be used. The 
first is a type widely available in variety storos, usually called a Rainbow pad 
or somerhing simda; it actually consist of five pas of various colors pack- 
aged together, and the paper itself is a cheap pulp. 

‘The second kind—which requires afew niceties of handling to be discussed 
further on—is a side-apening spiralbound notebook, with ruled lines. 

Both these pads are available in the recommonded threc-by-five-inch size. 

(NOTE 1993: manufacture and composition of these pulp paper pads may 
vary, depending on time and type of die manufacturing process. Check to 
make sure tho paper tears easily.) 

T specify езе раба for a reason: unless you kave exceptional strength in 
your fingers, attempting the move with a high-quality bond paper with 
machine cut edges will result in failure, or dose to it~the move willbe almost 
possible to do, This Is what T mean by the importance of correct materials. 
For purposes of discussion 1 will assume you've acquired a Rainbow pad; we 
will deal with the spiral pod later 

The only point that needs to be mentioned regarding the writing 
ишщдешеш ш Шш и эшш ue a pet or bat poti pen da Wi pen or. 
markerstyle pen can't be used, because with thls type of paper ie will bleed 
Tight through te the other side. 

The Area of Writing 
You have to confine the spectator's 
Writing to a central section ol the paper 
across the width anı area about ono- 
ara half inches by throe inches, as 
indicated in the illustration. 

Tedoesnt really matter which way the 
spectator does is writing-across he 
Width ar serosa the length- as Tong as it 
takes place in this central area 

How you confins the spectator to this 
area wili depend largely on your presen- 
tation. You might caver the rest ofthe 
sheet with astrological calculations or 
numerolagical доо Пеп You might sien the papor at one end anû have the spece 
tatar sign it at the other (as suggested by Corinda), Balls Utt Mim 
‘manuscript, previously mentioned, has a logical justification for limiting he 
writing area, wedded very specifically lo the presentation provided. 

Other approaches would include my previously mentioned suggestion of 
drawing theatre marque and having he spectator think ofa movie hes seen 
recently; similarly, you miglıt draw a pictare of a book. 





Somer 

Still anther way would be the use ofa preprinted pad, with instraetions at 
both ends and the centersection blank. 

In any case—by one of the means here suggested or one adapted to your 
own particular mise en sine, Ue spectators writing goes into the center are. 

The Fold 
Ifthe pulp paper Tve suggested isusea, a straightforward folding in halfonce 
the Jong way and twice the shore way to prodace a folded sp aree quarieas 
ofan inch by two-and-a-half inches will work fne. 

Tfthat type of paper is not available and you mustuse the spiral pad sheet, 
you must employ a more precise technique af folding this technique can be 
used with any piece ol paper of this approximate size—as long as at Teast one 
ofthe Tong edges is not rnachine-cut, ut rather is roagh or unfinished. 1n tear- 
ing the sheet от the spiral pad we create that rough edee. 

Аз уги talk to the spectator, tolling him what you intend to do in general 
terma, you fold and reopen the papet y vay of illustration. This a donc in 
the following manner 

(Note: 1 describe this fora tear done by the left hand; reverse the direc 
попа where applicable vou wish to use your righ though in fact tis best 
tobe able to do the tar with either hand.) 

Hold the paper with the smooth long edge to your right and the rough torn 
dge to your lefi. The bottom edge is brought upward as the paper is folded In 
half, now roughly in a square shape. Tarn itso the fold is to your left and again 
bring up the (new) botiom edge, so you have folded it oncs each way. The 

paper is no eed perfectly, Let the rough edge 
project shout an eighth of an inch. The paper s 
folded again i this same direction but this time 
is brought up even with the rough edge. 

“The above method ot olding ls very important because the rough edge will 
ivea start to the tear which mëkes itmuch easier of eacntion. This handling 
Df the rough edge holds ie for any type of paper 

The Tear 
h ‘The spectator has weiten or the billet and 
Ж TD] folded i, handing ie back to you. 

"The billet is taken between the eft umb. 
and forefinger slightly shove the ml ale. The 
Tough erige is next 1 tha thumb, and is on the 
Tight; the conter soction, to be stolen, is below 
ie poine where the billet is held. 

The second finger comes up and rests beside 
iho first, just below ir on the iller; the third, 
or ting finger is moved up to reston the other 
Side ofthe let, slight below ne thumb. 
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‘The thumb and forefinger 
grip the billet rmt; the second 
And third fingers, alsa with a 
irm grip. curl back ino the 
palm, ripping off the cente as 
they go. 

in doing this, most of the 
pressure should zome from the 
third finger at the outer edge: 
once the tzar is begun it canbe 
completed without difficulty, 

As saon as the center is 
lodged safely in the palm, the 
fingers straighten out again, 
concealing the fact that the 
lower portion of the slip is 
p 

You can then transfer the 
upper half of the billet (appar 
сау, огош ше нты) 
ıo your other hand, secretly 
retaining the tower half. 

Twill take a few trials, poss 
bly, before the knack comes. 
Once you have acquired this 
with Die paper suggested, you 
may find that you can execute the move with other types and weights of 
paper To learn the move, however, I must again steess that you use the 
pulp paper pad. 

You will appreciate that as no dummy or other getready is necessary, the 
cone hand tear can be used very effectively in impromptu situations, There 
should, however, be a st pattern to the routine. 

ROUTINE NO. 1 
(Close-up) 
The spectator has bean asked to write a question concerning his oF her 
fature. Whon the folded billet is turned to you, you immediately place it 
on the table 

“Taking the ballpoint pen (or pencil), you write tho spectator inl ar 
the top oF the slip- the part that will remain afer the other ond, containing 
the centon, is stolen away. 

Turning the biller over, you draw a small dor with an aval around it on the 
new surface also at the top of the slip. 
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hel hand then picks up the bilet in position for the tear Bring tke right 
hundoverto tho left andas tho right thumb and forefinger close on the (upsi) 
section of he billet tho tear is ezected. The right fingerssereen the maneuver: 
he righthand now holds tae visible upper half of the billet as the left hand 
apes tà the left jacket pocket for the pad or notebook, dropping the center in 
the lap on the way. The notebook is placed on the table and opened, and a 
age circle ond ool similar to the one the spectator can see on ће portion of 
to pilist projecting from youe hand, 1s drawn on the paper The left hand puis 
the ballpoint away in the jacket pocket and, coming out, resta naturally in 
your lap. You open the center as You talk. 

‘Your spiel isto the effect that the two circles act somewhat like ceystals, as 
transmitter and receiver, the spectator is asked to stare at the circle on the 
billes, which yon are holding in (apparently) full view. 

You, at this point, seem to siare at and concentrate am the cirela drawn on 
the notebook. Actually you are staring down past it and reading the center 
Which ties open in your lap. It is impossible for the spectator to tell that you 
are nox looking at the pad 

(Note: always look at the slipin your lap, never at the circle on the pad; the 
spociator cannot detect the direction of your gaze, but cam detect a shift in 
Your glance that will be a giveaway) 

You get the information and refod the canter. As you do, you talk about 
(elds of vibrational force, he collective unconscious, oc what have you but 
finally with a sigh you give up and say thot clairvoyant vibrations seem toe 
throwing you ofexplaining that clairvoyance Is object sensing, the beet in 
Unis cae being the billet 

"oo cay, witha slight hint of apology, that you will have to try telepathy; 
for that of course, the billet must be destroyed. 

Apparently you rip the bille in half; actually you have brought up the 
zefolded center In a loose Bngercip and tom it and the vistble seerion of ho 
billet togcther You place the pieces together and tear once more, then hand 
them to the spectator ra dispose ofîn an ashtray. If by chance he orshe isthe 
‘suspicious tye, and checks them later, everything isin order 

Now, of course, you aro in possession of the information the billet is out 
ofthe way and all evidence of any chicanery is gone. You ean answer the 
question by Whatever mode you chouse, be it astrology, numerology, 
necomancy ...or Bisha. 

ROUTINE NO. 2 
(Closeup) 
This is morc cFa'handling than a routine, snd was suggested by a method 
involving a switched billet which appeared in Roarde's MAImIN MENTAL: 
You. Ons 


‘gee question and Anaue, Variation Com pase 78 
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It requires that the performer and spectator—or client-be alone, as for 
example in a fortunstelling booth, Also required is a crystal ball 

‘ARer the writing 2s usual, you have the spectator intial the bill at the top 
end hy the simple expedient of covering the rest ofthe area with your finger 
as you hold the billet in place on the table. 

You then get up from your chair, executing the tear and wall around to the 
spectators side of the table, transferring tha uppersection of the billet to your 
other hand. 

‘You hold the billet against the spectator's forchead, permitting a casual 
‘lance at she initials. Your other hand, meanwhile, bind the spectators back, 
opens the stolen section, and you glimpse the information. This must, of 
course, be done quia, 

‘As you do this, instruct De spectator to gaze nto the crystal and visualize. 
‘his question 

From here on the handling is similar to the frst routine—the billet is 
destroyed and an answer given 

Note: the crystal, of course, ia not absolutely necessary; you can use 3 
‘burning candle or incense come or as do sore East Indian sors, a sancer filled 





with blacie inle 
VARIANT ROUTINE 

Here we mava from mentalism to the psychic, inco apparent spiritwriting. 

Is involved. 


Acquire a Dobrin-type Doublo-Locking Addition Slate (this isthe kind with 
айар тшс like a changing card; this flap canbe locked at ether end, in ether 
position. The standard addition slats, sometimes called a Dunninger Slate, 
îs not suitable for this routine). 

‘The only preparation is to write an answer to any question, and then to 
turn the flap so that this answer is hidden. 

Assuming that, by one of the two previous handlings, you have acquired 
knowledge of the spectators question, you pick up the slate, casually showing 
lank, and say you will attempt an answer by automatic writing. 

176) With proper dramatics you write a direct answer to their question; you do 
not, however, let them see this, but work the lap to expose the other answer, 
Which is shown to the spectator He denies it bas any relevance. 

‘You erase this enswer and suggesthe hold the slate over his head — perhaps. 
the spirits can succeed where you have failed. Of course by the time you put 
iton his head, you have worked the flap; when, eventually, he ikes it down, 
he Япан а direct answer to is question 

(Crodie Noto: this i of course, aly a mechanical alata version of classic 
office slate tes, described by Abbot and Gatringio among others.) 





Scryer 


ROUTINE NO. 3 
(Stage) 
For this the following articles are required: 
two bets, folded for the tear 
ea large bulldog clip 
a stand from which the clip may be displayed 
eside-opening spiral notebook and ball-point pen 

‘Tho clip and stand are placed on your table; the notebook in left jacket 
pocket, with one billet; the other billet in your right jacket pocket 

Ono illet is removed from the right jacket pocket and harded tp aspectator 
with the request that a name be written on it of some famous artist (author, 
composer, ete) of times past. (1 dent recommend a question as the center 
‘might take too long to read.) 

"The spectator writes the name, folds the slip and hands it back to you. 

As you mention yov placa the billet în the clip, you perform the tear as 
your other hand picks up the bulldog lip from tho table. The billet is placed 
Ta the elip o that the torn ond io juot insido tho jawo the raet of tho billet 
projecting out from the jaws~and the clip is hung on the stand. 

‘Your left hand (which we will presume isthe one with the center) goes to 
your pocket, opens the center against the notebook, and brings the notebook 
but (You should, ofcourse, be talking during thie to cover ce slight stall vhi 
you perform the action in your pocket) A glimpse gels the information, and 
then the cover ofthe notebook i folded around against the back, completely 
concealing the center, 

You write the name you glimpsed on a page of the notebook; tearing it off 
you crampl itand band itt the spectator telling her to old it for a moment. 

The notebook is replaced in the pocket where the other billet rests; this billet 
is fingerpalmed. 

Xov remove the bulldog clip from the stand and hold it jaws upward. The 
other hand, with the lagerpalmed billet approaches; you press the clip open 
and Jet the torn piece of the original billet simply drop no ihe clip, where the 
‘pressure of the sides keeps it safe and secure. The fingerpalmed billet is 
brought into View and the clip is tossed ont the table. 

You now open the bille andl apparently read off what the spectator wrote, 
(Моге: їз а good idea to have a name actually written on this billet in case 
there happens to be some light behind you.) You crush the billet and ask the 
spectator to read what you wrote. As she does you pocket the dummy. 

Finis. 
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VARIANT ROUTINE 
(with Dobrin slate) 
For larger groups: 

Та this version, aftor the billet has been placed in the clip the hand goes to 
‘he pocket, partially opens the billet and retains iin the palm, then comes. 
out with a stick of chalk. 

Picking up the Dobrin slate, you open the center behind it and the infor- 
mation is noted. You make a few scrawls on the slato and then, as you pause 
to make a comment to ths spectator, you work the lap—which swings over 
and conceals the center which has been lying agains tha alate surface. 

‘You now write the name on the slate and hand it to a spectator to hold, 
writing side down, on his lap. In puting away the chalk he dummy bile is 
sbiained and the routine concluded 2 before 

TRITON 
In Peter Warlock's Peniagram™ a billet routine was described by Jack Avis, it 
was called Chronakinesis (which means moventent rough ime) and was an 
intriguing version of the Baker Vernon concept where а torn canter in marie 
o poss ex a prediction. 

Alding a gimmick, I have come up with the following. 

A bulldog clip is shown which holds three smal! folded slips—one each of 
red, white and Blue, You say that you're pretty good at determining specific 
Choices spectator might make, but notthe general categories, a you've made 
three predictions. 

‘The spectator is handed a slip of white paper and asked to write down the 
name of any objet itean be animal, egeabloor mineral. He does so and folds 
up the slip, which you place in another bulldog clip and display. Taking the 
lipholdingthe roe predictions, yox squeeze tover another spectators hand 
and the papers drop onto his palm. The spectator who wrote on the lip is 
Asked to announce the chosen category; let us suppose the awer š8 Minera * 

“Tou didni choose animal,” you say taking the red slip and pocketing it, and 
jot йй choose vegetable.” The blue slip is likewise pocketed. "But minera! * 
You open up the white slip, glance at it, anû hand it to the spectator who's 
been holding the slips, requesting thar it not be read yet. 

“In faci,” you say, going back othe spectator’ slip in the other clip, removing 
it and opening 1t, "you dhose—ceal* Turning to the other spectator you say, 
‘And wae mineral HA 1 predict 








Vol. 8, No. January 1854; page 28, 
апош be nota that Avs used in emehanded tea technique n that routine, though 
"ves sot indicated m thc wies 


Seaver 

When the slip is read it is found to say, Coal” 

‘The working should be fairly obvious. The bulldog clip in which the three. 
predictions are shown is of the Ostin, Thornton, Bergson-Nelson or Lamb- 
Inglese kind, where the dummy bilet is dravn into the clip when the Jaws 
arc opened. hy elastic, spring or gavit motive power n the application here, 
the clip is prepared to move the uhite slip up out of sight when the jaws of the 
dlipare opened. The hee slips are made by folding a piece of paper of each 
color as forthe one-hand tear, executing the teas and putting these three center 
sections in the clip as your predictions; all are blank. 

When the spectator slip is placed in the other clip the center is stalen; this 
is dropped, along with the red and blue pieces, into the other spectator's hand, 
‘while the original white prediction slip goes up into the clip. 

Handling is as indicated in the effect description; you simply open and read 
the white center-piece as you talk, so that you'll be ble to misread the dummy 
you apparently take from the other clip (as indicated in previous routines] 

If you are a fanatic about such things, you can always have duplicate sets 
of dummy redand biue prediction slips ip your pocker, made out In the vat 
bousanimal-vegetable-mineral combinations—so that later you can take these 
out and leave them behind. 1 personally doubt that it is worth the trouble. 

CONCLUDING REMARKS 
‘Spend some time playing around with the basic move and I think you will 
agree thatit can become a very valuable part of your repertoire, Some advan 
tages have been noted, and you will discover others as you work with it. 

Tt should be noted that there are all sorts of ways of concealing the torn 
end ofthe billet, under the edge of a book or similar sized object, ina butior- 
hole, projecting om a handkerchief pocket, ete. It can be fairly placed into 
an envelope, the spectator pushing it home and noting his initiale as he does 
so (in most applications it is worthwhile to have the billet initialed.) You сал. 
even set the tom end alight and, once it is burning merrily, hand the slip to 
tha spectator for disposal. He woa'tbe able to tell Just how much has actually 
burned away. 
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THE DOUBLE 
ROUTINE 


This is, in fact, a series of routines, all based on the same general 


handling. For the most part they use one of two hidden 
ssimmicks—a pocket bill: index or a pocket-writer 

Tam not going to describe a billet index here; such things 
are well and completely covered in the relevant sections in 
ANNEMANN'S PRACTICAL MENIAL ETTECTS* and Corinda's THIR- 
TEEN Stirs To Mevraısw*™ T uso tho kind described by 
Anmemanm, although a billetsize version of the Corinda-Page 
5 Index would also werk fine. 

A pocketwriter need not be anything elaborate; it i, after 
all, only something to hold a piece of paper in position to write 
n your pocket. 1e can be as simple asa piece ofeardboaré with 
a couple of mibber bands snapped around itor something a. 
bit more sophisticated, holding the slip in position with photo- 
mounting corners or within a narrow cardboard frame, The one 
provided with the Jack Avis Message From Hades effect is 
‘excellent description of the gimmick and the excellent effect) 
‘will be found In TW TARELL COURSE IN Mace, Vor. 62*. 

For the pocketwriting implement I suggest a seubby ball- 
point pen. Try to find one that as a follsize big brother with 
matching ink; the larger pen is used openly in the course of 
"he routines, 
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NO. 1: GREAT MINDS STILL THINK ALIKE 
Preparation for this routine is fairy simple, We will assume that you are going 
touse theside-opening spiral notebook previously described. Tear a sheet from. 
the notebook; tear this in turn Into two equal pieces; discard the bottom half 
ала fold the other piece once in one direction and twice in the other. Open it 
lout and place it in the pocketwriting holder. 

‘The shore pen isalongside the writerin the pocket; small container, such 
as a coffee cup, is also handy. 

Presentation and working is as follows 

A spectator is asked to assist, You take out the notebook and tear outa shest 
of paper. Yol tear the slip in half and hand the lower half ro the spectator along 
with the (full-size) ball-point pen. Ask him to visualize а three-digit number 
and write it on tho paper. 

You reclaim the pen and put it aside. Picking up the other half of the piece 
of paper, you say, "Look funt you to fl it up Tike this, 20 no one can see” 
and you demonstrate by folding your piece inane direction and twice Uns other 
way. This done, you pocket your billet. 

‘You pick up the coffee cup and have the spectator drop Nis folded slip inside. 
1u seuimg he cup aside you cop out the spectator'sbillat as described on pagr 
163; lt ls a very simple thing, hardly a move at all 

“You have a number in your mind—Thave one n wine as ull 'Hore the hand 
containing tbe fingerpalmed billet goes into the pocket, pushes the billet to 
the fingertips, and brings it out. This is presumably the billet you used to 
demonstrate the folding; actually, Of course tt is the spcctators Billet, 

You unfold it, and while apparently writing down a number (screening the 
billot from the spectators views, of course) you note the number he wrote down., 

POINT ONE: In the interests of grace, you should use the same hand to 
pocket the demonstration billet and to cop the spoctators bilet— otherwise 
‘You'd be in the position of having to reach into one jacket pocket with the 
‘opposite hand, which might look a shade peculiar. 

POINT TWO: li, when you open the supposedly blank slip and look at 
‘the spectator’s writing, you find it upside-down, then read it upside-down; 
don’t torn it around or otherwise adjust it, for such an action would be 
dead giveaway. 

Having simulated writing a number, refold thebillet and dcop it in the cup. 
You pick up the notebook, and as you ask the spectator if he has any idea what 
you wrote, you put the notebook in your pocket behind the pocket-writer and 
Dick up the shore pon, 

"The spectator is asked to name any three-digit number; when he does you 
affect surprise and say, "That's ete good, es sce hw Ib,” As yon patter toward 
‘Your revelation of the spectator's number you pocket write the number he 
just named. 
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‘Dropping the pan, you extract the billet from the holder and fald i. As you 
are finishing with your naming of the spectator's number your hand comes 
Dut ofthe pocket, The spectator admits your guess is correct, 

You say, “Lets check You hand him the cup and în the act of doing so, let 
ho Bngerpalmod billet drop in. 

Once more ask him what number he named; the billets are opened and 
the effect is over, 

+ 
Technical divertissement: the astute student will have noted that while the 
two halves shown at the finish make up a complete notebook sheet, they are 
not two halves of the same notebook sheet, 

have never had anyone notice chis bur iFitbothors you, itis possible to 
develop a handling where the original halis concealed in the notebook and 
switched out, so thatthe spectator gets the bottom half ihat goos with the piece 
set in your pocket-writer There are two or three possible approaches to this, 
anû [leave it to you to come up with the ones you like the Best Please note, 
hotove thatsuck niceties are really not necessary; iFitboihers you that much, 
then as soon as the effect has been absorbed and appreciated, tear up both 
ipa 

and if you're still brooding about the mismatch baing noticed, try this 
handling, inspired by Thposte (described cartier on page 59): 

Tear out the top half of a leaf from the notebook, leaving the bottom half 
boi in; set up this op half in your packet write 

In deing he routine, tar off the top halfo he fll sheet immediately under 
the halfsheet. Place this on the table anû notr simply tear out the upper of 
the two bottom halfsheets and place it beside the upper hall on the table. 

Ir doing this, you don’t let the spectator peer into the notebook—and of 
‘course the tears must he in the same place on both sheets; but since you 
have the torn edge of the halfsheet right there to guide you, this should 
present no problem. 

In the effects using the index there's dbviously no way to get an exact 
match -but,realls, onc torn half'sheet looks pretty much like any other, if 
‘you make a reasonably neat job of it- 

+ 
‘Such is the basic routine, Ae you will appreciate t can be performed for one 
person or a group, sitting or standing, under almost any conditions, As noted 
in the subeection on Sz#azs, Uwe cup is nota necessity; abook, handkerchief, 
anything can be used which puis the billets ou of sight. 

‘You will also note that the above is presented as a dual-telepathy routine 
‘An equally effective routine, with exactly the same handling, is that of 
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telepathy and prediction, Am example ofthis immediately flows itis, in fac, 
my personal favorite, 

NO. 2: ON THE WIRED THOUGHT 
[A spectator ie asked to think of someone who car he reached by phone now, 
and note down the name of the person on a slip of paper This s placed in à 
coffee cup for safckceping ( 

You then say you will make a note of something concerning that person, 
which you do, dropping your slip into the cup along with the first 

“The spectator dials the number; when the phone begins to ring you take 
the receiver, and when itis answered you ask to speak to the person by name. 

Yon explain to the party at the other end of the line that her friend was 
thinking oF her; you hope you haven't bothered her and wonder if she'd like 
to try a farther test. 

Handing the phone back to the spectator, tell him to ask his friend to name 
ayar in the past twenty-five that has been important loher Ask the spectator 
to repeat it for tho other people in the zoom. You hand him the cup and he 
opens the slips, to find your prophecy is correct 

The working here is exactly the same as in the first effect, although because 
ot the limitation to тему пе рото fuz die clue, tue puvketew ites 
can be dispensed with and the billet index employed. 

‘This is, in fact, a combination af two Annemann effects, On The Wire and 
Wired Though, pot together here asa Togical and cohesive routine. 

[As willbe clear, the basic routine is susceptible to a great number ol varia- 
tions and to list them all would he impractical a best. However: 

NO, 3: THE PREDICTION READING 
Forone pemon only they write a question and place it ina small brass bowl. 
‘without comment, you write something and place it im the bowl as well, In 
the course of te reading you divine the question and when your paper is 
opened atthe conclusion ofthe reading it bears advice or information directly 
concerned with the question! 

For this you use the billet index—with twenty-six answers you can cover 
thirteen basic categories with both positive and negative rasponses, which 
should be more than sufficient. 


NO. 4: CARD READING 


‘Similar to che above but in this case you lay out a pattern of cards, Tarot or 
regular, afer the sitter has thoroughly shufled the deck; the last card is her 
lucky card and fs 18 face down. 1f 4s the one you noted down then her 
‘wish will come true, The dost is marked, and you use the pocket-writer 





PRACTICAL MENTAL Betws, pages 3 and 35 respectively. 
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NO. 5: NAME COINCIDENCE 
‘The spectator writes the name of someone Important ta her—first name 
conly—and you do the same. When the slips ars opened by a third spectator 
hey are identical 

"This can, of course, be used as a handling for any coincidence presenta 
tion; done with numbers ies a good repeat routine for those who have seen 
‘you da the Prone Test, 

ADDITIONAL NOTES 
For anything more than numbers, initials or very brief messages an index is 
to be recommended over the pocketwwrter for ease in working, 

Iti, of course, possible to vary the handling by caving your billet out on. 
‘he table at the beginning, and then switching in the spectators billet you've 
copped—but his is only worth the trouble if you're performing this for magi 
cians-and wiyy would you be doing tatz 

Jn the first effect it is perhaps advisable to let the spectator be slightly offin 
her guess—or you might have her get the numbers in reverse — Yan tera facing 
maa, mits, cn T euppoc? yo gu a wirsrimatge ef my thought. 

Always make sure the spectator gets the correct half of te paper at the 
‘beginning, otherwise you willbe In trouble, 

+ 
GEOMETEAR 
Iwill begin by freely admitting that all that's new here is the combination of 
concepts and a few touches on the handling, blended to create a nice and Togieal 
impromptu billet routine demonstrating telepathy and clairvoyance. 

You are asked to demonstrate your doubtless wondrous powers. Graciously 
seceding tthe request, you take two small slips of paper arid on one you draw 
circle, while on the other you draw a square. 

‘As yon do so you comment that while anything of material nature must, 
in the course of things, eventually perish, concepts do nt; that while a specific 
example of a circle—a child's hoop, let us say—is an object which must 
eventually come to dust, the idea of a circle is something which cannot be 
destroyed. The same is, of course, true of thoughts; while the physical record 
‘ofa thought may be destroyed, the thought itself lives on, 

‘ illustrate, you ask the spectator to write on each slip—in the circle. 
and on the square — ihe name ofa physical object. This done, he isto fold 
them one each way and then mix them so that even ke does not know 
which is which 
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Scmpr 
‘This done, the slips ae placed on the table and the spectator Is asked to 
choose one for the telepathy test; the other slip, you explain, willbe used n. 
a test of clairvoyance, The spectator chooses a slip and you tear it up, 
explaining that in a tastof telepathy no physical object. in this case the papor— 
is used; yout get back to it in a moment but first you will attempt the 
clairvoyant test, Le., determining what is on the remaining slip. 

With suitable dramatics you finally say, “Ship—ship—thars theimage T get 
Opening the slip you read what the spectator has writen, announcing aloud, 
‘euch... well, dose enough, dont you rink? 1 did get he idea you hadin mind.” 

You tear up the slip you hold, dropping it on the bits of the other slip still 
on the table. 

Then you proceed with the telepathy test, gradually building up a mental 
picture which you verbally describe and which is verified as correct by 
the spectator. 

‘This is, obviously enough, simply a combination of the one-ahead and 
center-tear principles, but there are afew points which should be examined. 

You prefold both slips as you talk to be sure they will be identical in 
appearance, since itis essential that the spectator not be able to tell them apart- 
For the same reasons you are careful to see that there are no identifying spots 
arlemismes on the paper. 

The handling is that you do the center.tear with the first billet, you pick up 
the other one and focus attention on it while you open the center with your 
‘thor hand. The untorn bilet is taken in tho hand that holds the centr so 
‘thatthe folded paper is in front ofthe open center, masking it fom view when 
the folded paper is shown, (You will understand that the clicie and square you 
raw must take up less than one-fourth of the surface of the billet—centered 
‘ofcoarse—since tne opened center has tobe smaller thar a twice folded paper) 

Asyoutalk about the clairvoyance test itis quite logical to look atthe folded 
slip, at Isast a brief glance, and at this point you get your glimpse of what has 
been written on the center. Since this is only a single word it should present 
no difficultiesand to bring up a point mentioned earlier, ifthe center is 
upside-down you must read ie that way. 

‘You proceed with your divination, naming something synonymous with hot 
not identical to what the spectator wrote: shoe for boot, flour for bread, 
hamburger for meatball, and so on. 

You do this for three reasons: 

1, To be axace would notbe believable. 

2. To give you an excuse to open the slip "b scc aou dose you cam * 

3. To sell the idea that you've just divined what's onthis slip by calling 
out—not what you now ses and memorize—but what was on the 
tora center. Correcting your slight mistake at this point is a great 
convincer on this miscall. 
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This done, you now tear up this slip and dhe torn center along with it, drop- 
ping all on the other torn pieces. Any analytic spectators may examine tho 
fragments and will ind everything in order—but of course you do not 
suggest this. 

All thats Jet to do now is to proceed with the telepathy test, revealing the 
‘word yor glimpsed in the most effective manner at your command, 

Credits 

Tam hardly going to try to discern the creators ofthe ane-aheadand тази 
principles. The one-chead principle specifically applicd to message readings 
$s often called the Washington Irving Bishop test, but it is highly unlikely that 
he kad anything to do with its invention, Regarding tho tom center Al Mann. 
discusses the history of this move at length in to of his monographs (THE 
TSSSERACT and THE PUXLOINED THOUGHT, using as his basis information 
Provided by Sid Lorraine, but there are reasons to believe that its conclusions 
‘ay not be correct. Dunninger was using the move in 1916, and even then 
did not claim it as his own. It is almost certainly a medium’s dodge but ome 
strong contender for the title of its inventor not previously mentioned, 1s 
William Robinson; before his fame as Chung Ling Soo he was an cxpert on 
mediumistio fad, as a reading of hie Srinrt SLaTe WAITING AND KINDRED 
PRENOMENA will show Robinson, it should be noted, was la highly adepe at 
Paper teeving effecta 

‘The patter theme concerning concepts, however, is Ray Hyman's, and 

appeared in his Concepts Neuer Die effect in The Phoenix! 
+ 

[recently (2981) developed what follows, which isa new handling ofthe classi 
three billet rest. Ia my admittedly biased opinion, it has some interesting 
advantages over previous versions ofthe routine 

TRINKLE 
For this you require three slips of paper, pen or pencil, and a small bowl — 
or large cup, 

‘Two of the slips are handed to the spectator and she is asked to write her 
birthdate on the first of these, then fold the paper once sach way and then 
once again. You llastrate this with the alip you've retained, putting your paper 
in your pocket. 

When the spectator has done this she drops the folded slip in the bowl which 
yeu hold out to her She is then requested to write her aadiae sign on the second 
Sip. As her attention is turned to this task, you cop the birthday billet up under 
the fingers which hold rhe bowl. She drops this slip (the zodiac sign) into the 
bowl as well (you hold it above eye level). Setting the bowl down somewhere 
{hat prevents thospectator tom looking directly into i, you say thashe veema 
Jike a good subject and you'd ike to try a farther test. 
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Scryer 

“The hand with the fingerpalmed billet gocs to the pocket the blank slip— 
used earlier for demonstration purposes—is fingerpalmed and the hand comes 
out with the birthday slip at the fingertips. 

"1 want you to hink of a question and imagine it being written on a large black- 
Joa’ Aa you say this you unfold the slip and stare at it in illustration of your 
worda- reading the birthdate as you do so. Write it down just as you see i, and 
than fold the paper as you did before* You Told the birthdate slip snd switch for 
tho blank as you hand It to hez 

She does so and you have her drop this slip a well into the bowl, keeping 
‘track ofwhich is which. Reaching into che bowl you release the fingerpalmed 
birthday slip, take the zodiac sign sip in angerpalm, and come out with the 
folded question slip at your fingertips. 

Of course you know the zodiac sign because you know the birthdate. 

Handle it this way: Ton having a hit of trouble —1 know i's either Leo or Virgo 
Dut dm not sure which... we, F sy Leo,” You open the billet to verify your 
impression, read the question, smile and say, "Ah, T was right; Leo—so far so 
apod "Yon fold che slip, switch, and hand it to tho spectator Jis of course, the 
correct slip. 

You pick up the bow, Jetting the fingerpalmed sip go inside but keeping a 
finger on it, and shake the bowl. "Lets ty something a bit different," you say. 
“Take one sip in cach hard" You hand Use bow to the spectator to do this; since 
you've kopit track of the billets you know which one she takes in cach hand. 

"ID try to zero in on the birthdate. You help me—concentrate on fhe birthdate 
and think of the hand you belive holds it “She does so, and since you hold 
her wrists in a light grip you can detect the pulse jump that indicates the 
Band she thought of so you are now in a position to (a) tell her what hand 
sho thought of and (b) whether she is correct in her guess that it holde the 
birthday slip! 

Yon now proceed to divine the birthdate; the spectator opens the hand you've 
indicated arid can if she wishes unfold the slip to determine that itis in fact 
the birthday slip. 

Having done this, you can wander off into dhe middle distance and answer 
the question still held in the spectators closed hand, with whatever dramatics 
you feel called upon to deliver, 

Notes 

1. You will from timo to time encnuntar a spectator who does not know his 
or her zodiac sign; Its advisable to be prepared with a small chart which 
provides this information. 

2, If you're worried about losing track of Which slip is which, they can of 
course he marked. Since you don't know precisely how the spectator will 
fold the slip an edge mark along one end is best. 

One way to do this is to take a red marking pen and run it lightly along 
the edge, making sore it doesn't evep out along the surface ofthe paper. 
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[te spectator happens to notice this she will assume it is a remnant of 
the red binder adhesive found at the top of the pad. You mark No. One 
with a complete line; No Teo, a fragmented line; No. Three s not marked. 

3. For further details arı the ‘pulse test! consult Palimystie (page 110) or the 

Dx. QSuaruicrny MinpeEADinc Act 

Another approach to the billet structure which 1 have come up with 

recently (1991) is this: 

Yon ask the spectator tû think of an important date in her life; the stipa- 

lation is that it bo a date for which she remembers the day ofthe week on 

which i fel. 

The first bier has the date, Che second the day, and the third a word or 

phrase connected with a question concerning that date. 

Knowing the date, you use any of the standard mnemonic or calculation 

methods to determine the day and proceed as before. 

‘This has a light advantage over the original routine in that analytical 

people might figure that knowing birthdate you would know tho zodiac. 

sign—but they won't believe that knowing che date wil tell you the day 
of the week. 

"The corresponding disadvantage is that some peoole simply don't 

remember the day for any important date, or remember it wrong= sa yon 

have to make sure theyre sore. 

You can use some speculation harep it is fairly anny to guess, depending 

on what you ure able to observe în many circamatanees, that the date 

тау hava bean that of a wedding or the birth of a child. You will also 

‘have the information ftom the third slip to help you in this, 

Credit 

‘he handling ofthe three slips atthe beginning of the routine is Annemann’s, 

from Telepathy Plus in his COMPLETE ONE MAN MENTAL AND Psychic ROUTINE 
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AFTERWORD 
Tr his May 1081 New Reloasos let in tha course of descriptive review of his 
publication Mrsrrazis Fon Magictans (by Larry Becker), Jeff Busby saw ft 
lo disparage “he usual! dryjasdust presentations with slates nail writers biles, 
anû the old one ahead principle And later; ‘Larry [Becker] feels that EVERY 
"magician can slor fast- paced and colorfi magie ih à pajehte emen [sj ineo har 
acts... I agres" 

Two points to consider hare: 

One: you can do a dull presentation with the shiniest of props. 

“Two: more importantly, Maurice Fogel did one ofthe very strongest acts in 
all of magicor mentalism with precisely the items named; he di so for years, 
swhile other performers with hundred-thousand-dallar shows fell by the 
‘wayside, You could go into a stationery store and buy all the materials Max 
Maven uses in his act forfar less than you paid for this book but without his 
expenence, talent and showmanshsp, tt wouldn't do you a it of good. 

‘You can do a ‘ary-as-dnst effect in the middie of a Las Vogas showroom, 
and all the fog machines, strobes and choresgizls wor'thelp—or you can held 
‘hat audience spellbound with a few pieces of paper on a bare stage 

because the mystery performer, particularly the mentalist, is judged in. 
terms oFuho he or she is, what his or her personality is Tika, and what he or she 
docs not by the props 

A musicians nct judgedby the cost ofthe instrument, a dancers not judged. 
by how much was paid for the dancing shoes; these are simply tools. The idea 
‘common in magic, that an intriguing prop can direct attention away from 
Inadequate performance, underlies mich of what is wrong with the art 

In the preceding pages I have tried to provide you witha set of tools; with 
them you can bore an audioncs t tears—or you can make them think you're 
a miracle worker. Td wish you luck. 

but luck won't do ig, wo will 
Addendum 
Not long after T wrote the above afterword, T learned from Max Maven of 
Fogel's death. 

‘Tere are many people in the mystery field more qualified than myself to 
eulogize Fogel, and to memorialize the charm and talent of this great showman. 
Instead, let me tell you a story that illustrates his abilities—and also iltustrates 
some of the points I have tried to bring out in the preceding pages. 
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Several yearsago Itooka friend, the wellknown fantasy novelist Katherin 
Kurtz, to see the performance of Romark, a then newlyarrived mentalis 
hypnotist who was appearing at Los Angeles Huntington Hartford Theatre 

‘We enjoyed the show, and Katherine agreed with me that Romark was 
brillant performer and strong showman—yet, athe intermission which sep: 
rated the mentalism of the fist act from the hypnosis of the second, 1 note 
a certain odd aic in her comments, Lasked her, as neutealy as | could, whe 
thoughts sho had about the miracles she had scen. 

‘and Katherine, with no previous knowledge of mentalism, proceeded t 
deduce the methodology of iie center4ear, Diet knife, $5 principle, Add 
Number, Peeudo-Psychometry 

and J trust I need not deuil my thoughts at chat particular moment. 

[Now [grant you that usually we are (thankfully) not going to encounter 
‘ouraudiences people with Katherine’ intelligence, perceptvity and memor 
for detail. It is, however, worth noting that she did not view the performanc 
with the idea of figuring it ou’ she was there to enjoy herself, and she di: 
Dur not, 1 think, ina way that Remark intended 

‘What gives point to this anecdote is that afew months later Katherine 
Try guest at the Magic Castle, and save Fogel perform—and was convinced 
she watenca that ne was really reading minas, 

(On reflection, of conse, she realized that this wae not rhe case but ch 
had believed it while she was watching, and for a tima thereafter As sh 
pointed out to me, Fogel had created this Musion for her with principles sh 
haci alrzady figured out at Romazk's performance. 

One other comment she made about Fogel is worth noting: 

“Of eourse he's so charming thar it realy doesn't matter how he does thot 
mings... 

Tshould point cut, in fairness to Romark's memory, that he performed h 
effects with a high degree of competency and showmanship, What itbotle 
down to, finally and for whatever reason, is that he didn’t convince Katherir 
at he could read minds—and, not being convinced, she was able to conside 
alternate explanations. 

This story tells us two things: 

One—that Maurice Fogel was a brilliant and convincing performer; but yot 
hardly needed me telling you that. 

Two—that while it is a great deal of fun to play around with principles 
and come up with baroque and Byzantine methodologies, it is clear tha 
such things are not mentalism. OF course we must require of a technique 
or method tha it not be something so alien ta logical procedure that ever 
‘he dullest spectator knows something ia wrong. That given, much of th 
time we spend in devising mental miracles is for our own entartainmen 
rather than that of the spectators. 











Scryer 

Consider the following: most of you will have read Phil Goldstein's excs- 
lent examination of equivogue, Vetta, CONTROL, 

Many times I have observed Phil's close associate Max Maven (amuch betier 
dresser’) as he convinced magicians who have read the book that he must 
have been using some other technique; Max doos this routinely. 

Please understand that Lam not arguing tat the inner secrets of mentalism. 
technique are unimportant and can be exposed publicly without hart. That 
Mould be a bad idea~in the same way 2s teloviclon shows and magazine 
reicles that discuss special effects in a forthcoming film are a bad ides; not 
"Because they reveal a secret but because they make it impossible for us to 
view the mavie with innocent eyes. We ink: *..sheres rhe matte paint- 
ing... here tha mitch forthe sunt man..." and are pulled rightoutof the story 
and the dramatic line of the fla, The same is trac of mentalism; if your 
audience considers tto be trick, they will be trying to figure out the tricks 
instead of geting involved inthe presentation, 

“Mentalism is more than puzzles; and to think its secrets are alhimportant 
is to make it somathing less than puzzles. 

‘Thorefore—loam your techniques and methods wel, and do your best to 
Keep your audience unaware of this substructure of your performance. 

“Dut to echo m alfferei words dee Dal Tincs of the Aeron. 
‘remember that secrets are not mentalism; you are 
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CROSS-REFERENCE 
лоз раде 771 
Thiposte- page 58 
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[1982] 


FOR ALONG timê a mild debate has existed concerning the use o playing cards 
in mentalism, The standard argument is that lay audience tende te associate 
‘cards—particulacly when used by a mystery performer- with card tricks, and 
thusifone thing the mentalist ia doing mightbe atrick, then perhaps everything 
he or she docs is a trick. 

The other side ofthis argumentis a simple one, consisting of the fact that 
almost every major mentalist of this century has usad playing cards in his 
‘act—Dunninger, Anntemann, Fogel, Koran, Canasta, Bergas and Max Maven, 
as well as scores of the lesser lights and it hasn't seamed to hur: their accep 
tance by the public. Indeed, a man named Olof Jonsson convinced psychic 
researchers that he had genuine supernatural powers, and for the most part 
his demonstrations consisted of card tests? 

tis true that there are some effecta which are quite clearly card tricks, and 
‘belong in the realm of the magician rather than thal of the mentalist who 
Wishes to sell the idea of his or her powers to the audience. 

It is also true, however, that sometimes the line that divides tha two 
categories is almost impossible to draw. Laypersons will ten accept the 
Haunted Deck as an example of paycholinesis—while the Devano Rising 
Cards, which ia the same effect ata ninety-degree angle, will strike them asa 
‘magical effect. Often there is no way to judge how an audienco will categorize 
an effect other than an actual trial, md even that is nota definite test; what in 
the hands ofone perfarmer will he a mystifying card trick will when executed 
by another be a psychic onde 

‘This is not always simply a matter of performing competence; ithasa great 
deal to do with the style of the performers—how they sell themselves, how 
the card effect(s) velata to the other material in their acts, what kind of 
perception of them as performers they're zying to create in the minds of the 
audionce~all, of course, highly personal and variable. 

All the above isa long way of saying that the effects which fallow willbe, in 
large part, what you make of them. Ihave tric to keep them direct anl logical, 
reasonably strong in content and feasible in method. 


Fse TuE PSO FEATS OF OLOF JONSSON by Heta Steiger: 
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Given competent performanca, they should entertain and, let us hope, 
znystily your ünlookers but as to whether the spectators come up after the. 
shove to kiss your ring. 

„айе аро уоп. 

In this section I have changed direction slightly ftom the previous works 
їп this volume, simply because the literature of card magic is so vast that 
discussion of basic principles and approaches is not really worthwhile, 

Instead, we'll procecd directly to the effects. Thave tried to inehade as much 
Variety as possible within the gencral context of card mentalism wid the intent 
of providing something for every kind of performer. 


CLUBBLE 


EFFECT 
mem You say you will attempt an experiment involving choice and 

chance; the instrument nsed to demonstrate this will be a deck 

oF cards. 

One spectator is asked to call out stop as you riffle the deck, 
andhe remembers the card stopped at; thisselection represents 
Chemes. The derk ie then eprazintn 2 ide fon amd ym ac x 
second spectator think of any card that ahe secs, tials, clearly, 
is Choice. 

‘Asking the spectator who made the second (Choice) selec- 
tion to concentrate on her card, you eventually remove a card 
from the deck and place it on ihe table. At your request the 
spectator names her card and you smile henigaly. 

The spectator who pesked at the card is now asked to 
‘concentrate on his selection. Moving a card to the top of the 
deck, you ask this spectator to name his card as well 

The card on top of tho deck proves to be the correct one; as 
an afterthought you fip over the carl on the table and it, too, 

METHOD 
‘The only requirement is a duplicate card—an extra Three of | 70у 
Clubs, for example; this card and ita twin are both on lop of the 
deck 4 the effect begins, 

You slip-cut one ofthe duplicates to the center of the deck, 
get a break below it, and do a rifle-peek force of the Three of 
Clubs on the first spectator. (For those unfamiliar with this 
move, it is very simple; your right forefinger riffles the outer 
top comer of the deck Irom face to back, timing the riffle to 
reach the break asthe spectator calls stop. The timing requires 
practice, butit is not difficult o acquire 
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When the spectator has noted the card you drop the break. 
"Turning to face the other spectator, you spread the cards froma hand to hand 

(aces toward het) and ask her to think of any card. 

‘You ask this spectator to concentrate on ler card; as she does so, you run. 
‘tarangh the deck and remove the Three of Clubs which lies at the center The 
‘ard is placed face down om the table and you ask herto namo her card, When 
she does you smile slightly and say, Fine” 

Turning again to face che Rest spectator you say, "Lars see fT can do as. 
well with gen.” 

You ask him to concentrate on his card, Running through the deck, you. 
remove the card named by the other spectator and place iton top of the deck. 
Asking the spectator now concentrating to name his card, you perform a double 
Tift to show the Three of Clubs. fa hat correc” you as. 

Ashe agrees itis you turn the tro cards face down as one and tako off only 
the top card. You use this to lever over the card on the table and show that it, 
too, is correct—but af course what you do is execute a Mexican turnover t 
show the right card on tho table. The card you still hold is now casually dropped 
face up on the table; it is, as it should be, the Three of Clubs. 

NOTES 

Itis not essontial to do a Mexican turnover in tha last part of the effect; alter- 

‘atively you can simply drop the card in your hand on the tabled card, and as 

You pick them up mix them around a bit so it not clear which is which. If 

This is done you may wish to play st that you apparently ‘forgot to show the 

tabled card earlier and exhibit it as something of an afterthought. 

When putting the first card on the table, keep it fairly close to you and 
‘out of the spectator’ direct reach, so as not to tempt her to grab it and turn. 
it face up. 

It may happen that both spectators think of the Three of Clubs (or what. 
ever duplicate you're using); this you will know as soon as the Choice spectator 
names her card. Ifthis docs occur, you have only to ask the other spectator to 
name his card, pause to allow the coincidence to sink in, and then have either 
spectator turn over the tabled card, 

"The chances of this happening can be maximized by doing a slow rar- 
ning spread with the second spectator, timing the Three of Clubs to arrive 
at the psychologically optimum moment; the only disadvantage, a subtle 
one if at all noticeable, is that the selection procedure may not appear quite 
as clear-cut. 

Do not succumb to the temptation to use a Joker for the duplicate simply 
because twa of them aro often provided with a now deck; spectators know 
Vat too. On the other hand, use of a popular card such as the Qucen of 
Hearts—will somewhat ineraase the chances of the second spectator 
deciding on it 


 DECRALOGUR 


CREDITS 


“This effectis a direct outgrowth of The Three of Cluba trick in GREATER MAGIC? 
Tadded this particular handling and the second selection to give a reason for 
the procedure involving an extra card 


Page 327. 
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DRISECTION 


e Til effect combines two creations of Dai Vernon's to produce a 


thoughofcard rouûne with some very Puzzling aspects. 
EFFECT 

You talk briefly about the Rhine-card experiments conducted 

at various universities, and point out that in these tests there 

are only ve different ESP symbols used, Th uhat follows," you 

so, tue iT also e using only fue possitis but wel sco 

hem at random from a ful deck of playing cards 

"The deck ia spread faco down (after a shuffle, possibly) and 
five cards are indicated oy aspectatnr as ha deck is epread from 
hand to/hand, These cards are otjogged and, when all ve have 
been chosen, yom strip them out and square the packet, put- 
ting the rest ofthe deck aside. 

‘The five cards are shown one at a time to the spectator; you 
request that she think of one. Placing the packet behind your 
back for a moment, you bring forward one card and without 
ocking ai i, place it in your pocket. 

You ten attempt to receive an impression of the card and 
‘ace able to get the suit and approximate value—but successful 
this far, you now appear to ose the mental iink” and can go no- 
farther Instead, you spread the four cards remaining, faces 
toward the spectators, to shaw that the thoughtof card is not 
among them. 

Naturally, itis the card you take from your pocket. 

The strong point here is that you bring the thought-of card 
out of your pocket before the spectator names it; indeed, she 
need not name it at all! 

METHOD 


On the bottom of the deck you have a memorized group of sx 
cards; those are of values five through nine inclusive, and of 





 DickaLoGus 
mised suits. Example: Five of Hearts Six of Spades, Six of Diamonds, Seven. 
of Diamonds, Fight of Cubs, Eight of Hearts) The cards are notin numerical 
order, but the order must be known. 

‘As stated in the description of the offect, vou have fva cards indicated 
as you spread the deck and those cards are outjogged The dack is squared 
and in removing and squaring the packet iis switched for the group of cix 
cards on the bottom of the deck You accomplish this by means of Vernon's 
BDV move. See page 35 for a Fi, illustrated explanation of this sleight. 
However, here a brief description as the sleight is executed within the 
contest of s trick: 

As spread is closed a break is obtained above the bottom six cards of 
the deck. 

“Tae deck wid the fveoxtjoaged card shed inthe JeR hand for a moment 
while the right fingers spread the jogged cards into a slight fan. 

‘Te right hand then moves back and grasps the inner right comer of the 
deck above the break. The let hand, holding the six cards below the break, 
‘moves forward and slips out the outogyed cards the slight fan conceating 
the lower packet 

‘A break is maintained between the «vo groups of cards as the left hand 
ves bath ш ш formet positius, apparently jast a suare up the аце. 
tards. In reality the Bve cards above the break are left at the bottom of the 
foe down deck and the left hand now moves away. 

The packet is shown to the spectator a card at atime. In doing this, a buckle 
count is employed to show the fourth and fits cards cs one, Tho last card 
(apparently the fifth but actually the sixth card) goes on the face ofthe packet, 
‘which is then equated and placed behind the back. 

The second card forn the face of the packet is removed and, without looking 
at i, yon place it în your side jacket pocket The other five cards are then 
brought forward in a squared packet. 

Now you begin to pump for the identity of the thoughtof cardbut with 
this great advantage: frorm the point of view of the spectators you are going 
for one of Afty no possibilities, rather shan Just one fe cards 

You continue wich the pump until you have ascertained by elimination tne 
card thought of- bu you dont name ıl. Instead, you indicate that you've gone 
оз far as you can go wich the telepathic part of the test and would ike to see 
hhow you have done with the clairvoyant aspect. 

Да one out of ive situations the thoughtof card will actually be im your 
pocket (ia faci more ohen, since tac fourth cam displayed che one you pock- 
ftedis frequently chosen), and when this is te case you display the five 
cards in your hand as fous faces outwaxd, again using ıe buckle count then. 
remove the Ghoughtof card from the pocket 

та the rest of the cases you cut the thoughtof card tothe central (third) 
position In the packet and perform a standard buckle count which conceals 
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the card. You then cut it to the top of the packet, palm off and produce 
from the pocket. 
“Alternatively vox can cut it to the bottom and use a gambler's palm, 
(Note: You use the mitre of middle-value cards because they are difficult 
to remember distinctly and thus this display of four cards plays as fair. The 
spectator's primary focus is to note that her thought-of card is not there; that 
one ofthe other four may not be a card she saw before will not be noticed.) 
CREDITS 
The BDY move is Vernoris, as noted; also used here are concepts from his 
Menai Card Miracle’, which shoul be consulted for niceties of handling. The 
plot is that of Henry Hardin's Princess Gard Trick'. 


Fns or macie, page 20. 


^Hillard and Dore Tre Akr QF MAGIS page 00. 


TALISMANACLE 


EFFECT 
MEM ipa lend a dock ot cards toa spectator end ask him to shuffle it 
thoroughly. While the spectator does this yon remove a small 
‘amulet from your pocket ør a ring from your Anger. You explain 
that this elisman has the peculiar property of being able to pick 
ap vibratiens from objecis held near to 3, and retaining them 
ra time, Yau vifer (9 demonstrate 
You ask the spectator to Jook through the deck, pushing the. 
cards rom lef hand to righ, until he comes toa cand he likes. 








He is then to place all the cards in front of his card on the 
table, leaving his card at the face of those still held in his 
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Handing him the talisman, 2, 
уги tell him to hold it near 
lo—but not quite touching 
his card, This done, heis to | ~> 
place the cards in his hand 
own onto the tabled portion 
and then cut the deck if he 
wishes. You caution that, dur- 
Ing this process the ring is not 
‘wrouch any other cards or the 
(aloo the vibrations willbe 
dissipated. 

Finally he is ta place the ring on top of the tabled deck. 

Despite the seeming fairness of this procedure—and you may have Your 
‘backe tumed the whole time—on taking back the ring and holding it in your 
clenched fist you are able ta derarmine the identity of the card and remove it 
from the deck. 





METHOD. 
A one-way deek ia used; itis ono otho Annomann kind, io., markad on the 
faces (Annemann’s procedure wasto use a pin to scrape away a small portion 
of one index.) 

If ¢he spectator goes through tho procedure oxtlinad, he will reverse the 
halt bearing the chosen card at its face, in relation to the reat ofthe deck; a 
simple trial will show how this happens, The purpose of the talisman is to 
occupy the spectators right han so that he must put the cards he holds in his 
left hand down onto the deck with the same left hand—also, any cuts he makes 
must be made with the lef hand alone. 

“This will result in two blocks of cards reversed in relation to each other; 
the face of ene ofthese boars the chosen card. The other will have at its face 
the original bottom card; if you have been able to spot this card you have по 
problem. Otherwise you must daa very simple oneof two pump or any two- 
ut handling, such as placing both carts on top of the dack and doing a single 
or double lift as required. 

[Needles to say, you must do a bit of acting with the talisman before you 
art looking through the deck: you have to give the impression that the talis- 
‘man has identified the card for you before you ever touch the cards, 

Variation One: Memorized Deck 
1€you are conversant with 2 memorized deck, you can alter the handling 
as follows: 

‘You have the spectator place the Iefthand packet down Just to the left of 
‘the packet already there. He then rfl shufls the two packets together, and 





 DECKALOGUE 
can continue with as many riffle or overhand shuffles as he likes—so long as 
то cards arc reversed end for end, 

On retrieving the deck, you run through it and rapidly count the number 
of reversed cards; i£ there are twenty-eight such reversed cards then the 
chosen card will either be the twenty eighth in your stack or the twenty 
fourth (52-28 = 24). 

Needless to say, if this approach is used, some alterations in the presenta 
tional ise en acne will bo nocessary to maintain the logic of the procedure 


Variation Two: Stripper Pack 
In this version the procedure followed is identical to Oat in the frst varia 
tion—except that in this case, when you get back the deck, you strip out the 
reversed cards and put them on the face; in doing this a break is retained 
between the halves. Now rhe ont thing that need be done isa rapid count of 
one half, giving two numbers as in Variation One. 

Variation Two-and-a-Half: Stripper Pack 
As in Variation Two, but this is all done with the cards out of aight under the 
table—or with you blindfolded--and rather than physically locating the card 
you pump for which of the two itis, and name il 

Variation Three: Stripper Pack 
Handling as above, but without a stacked deck; however the top card ofthe 
deck ia known to you. After retrieving the deck and doing the strip-out, look 
forthe kay; the chosen card willbe directly above it. 

Note: In this varsion only one rie shuffle is dene, though the spectator 

may out as much as he pleases. 





+ 
‘You will note that, in the primary method or Variation Three, the deck is not 
stacked—and you can therefore permit the spectator to shuffle beforchand, If 
You do this you must of coarse ascertain that he does not inadvertently turn 
any of the cards end for end. 





CREDITS 
| devised Talismanacle in the early 1960's, Inspired by a key-card handling 
‘of Dat Vernon's which bore no technical relationship to it. Ar that time 1 
showed it to a number of magicians in the New York area. It should be noted 
that in 1970 a similar handling was described by Karl Fulves in his Future 
Ghost, which appeared under his Alan Brown pseudonym in Pallbearers 
Review; it did not, however, incorporata the armalet subtlety which makes 
failure almost impossible. 

‘The memorized-deck variations have as thcir inspiration the Bd Marlo work 
on the subject which appeared in idem’ 





VL S No. Vr Sape 1970 page 357. 
*, 8: Dec. 1856; paga 1 
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DECIDERL 


must be said at the onset that what follows is inspired hy Fant 


Curry's excellent handling of the Tev-Card Deal in his Pav 
(CURRY PRESENTS”, In Corey's handling, asin most versions, the 
performer always wins ths two-handed poker game in spile of 
the fact that the spectator seems to have complete control over 
who gets schat cards, This can happen in one of three ways— 
spectator has one pair, performer has two pair--spectator has. 
two pair, performer has thre of a kind or spectator has three 
ofa kind, the performer has a Ail house. 

‘While playing around with the Curry version It suddenly 
ocaurred to me that ifthe dealing procedure there used was 
followed, it was passible to arrange the cards so that, no matter 
what the spectator dig, the hands of both the performer and 
the spectator could be predicted exnaly 

EFFECT 
You hand the spectator a folded stip of paper to pocket for the. 
time being; this dane, you pick up a deck of cards and, run- 
ning throngh the deck, remove rem cards 

With some care you arrange thesc cards, saying that you are 
‘ying to anticipate five choices the spectator will be making, 

‘The packet is handed fice down to the spectator and you 
instruct him to deal two cards face down onto the table, side 
by side. He is to decide which of those twa he wants for his 
poker hand and slide it off to one side—the remaining card, 
Which willbe yours is replaced on the онот оГ the packet. 

This procedure is followed four more times; you then taka 
from the spectator the packet he holds and tell him to turn 
his cards face up to find out what he's chosen for himself 


rage in 


 DECKALOGUE. 
‘The specialor’shand holds onlya pats, which isbeaten‘by the nincshigh straight 
‘which you show 

You remind the spectator ofthe paperin his pocket; he removes t and reads: 

“Thank you for dealing me the nine high straight; sore you deat yourself only 
pair of fives" 

METHOD 
In calling che cards (ror the deck you actually take eleven cards—a pais of 
fives, pair of sixes, pair of sevens, pair of clghts dhe orher pair of fives and a 
mine-spot. In the assembled packet the order of the pairs doesn't matter, as 
Jong as they are kept together, but the nine-spot must be at the face. 

TF the dealing procedure as mined in Efke: is followed, you and the spec- 
tator will each end up with a pair of fives a six, a seven and an eight; unknown. 
to the spectator you also have an extra card, the nine-spot, All you need todo 
is display your hand with one ofthe fives concealed (buckle count, Ascanio. 
spread, etc) and Dien ask for the prediction to be read out, 

NOTES 
Itis possible to do the entire routine with jumbo cards without a great deal 
of difficulty. 

While te aesthetic charm ûf an Aoe-high straight not toe denied, think 
itbelter to use cards n the middle range of values as indicated, che principle 
seems, at least to me, to be somewhat better concealed. 

You might play around with the idea of using two idenrioal cards in the ninth 
and tenth positions in the packet; with this, your prediction could name a 
specific card in the spoctator’s (losing) hand 

And as long as we have a packer of eleven cards thought to be only ten, we 
could also incarperats the cloven-canl-cotnt force, Using the four fours, pairs 

of fives, sixes and sevens, and the Bight of 


Hearts, we could use to good advantage a Gene 
E гапа тая Багі avbelery? in ehle a pre- 
=” diction ean bo written to read the Eight of 


Hearts er the Four of Spades, 

Using this, you'd place the Four of Spades in third and the Bight of Hearts 
їп fifth position from the top. Ask for any number between one and ten and 
count to one ofthe two cards as per the usual routine 

Using differancselaction of cards for this, of course any sandal two-way 
cout procedure can be used. 

TU would also be possible to do this routine trill ESP cards yeu end up with 
a complete set of five symbols and the spectator ends up with a pair that 
indicate the design he'd previously thought of. 


ashen Magick, No. 186; Out. 1, 1976 pape R17 
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‘but Just because something is possible is no reason that it should neces- 

sarily be donet 

(On being shown this routine, Phil Goldstein came up with an interesting, 
variant application ofthe principle; you'll find it in Magick, No. 269° undez 
the tide Sceond Hand. 

CREDITS 

‘As noted, the Curry routine was the direct inspiration for Decideal; all | have 
done is to add the stack which allows for the specific prediction. For Curzy's 
‘excellent handling touches ser his PAUL CURRY PRESENTS. The eleven-card 
count (also known as the European 10/11 force) is the invention of Corvello:® 

‘Mention should also be made of Karl Fulves, ho in his Even Money Propo- 
ation published in Pattbearers Review" developed the general procedate of 
having cards chosen from dealt pairs. 

"The Ten-Cand Deal itself is safely beyond any certain attribution, an object 
of many cloudy but unverified claims, 

Decideat was created in 1974, shortly after the Curry book was published; a 
similar routine (possihly also inspired by Curry), called Autemurie Poker, vas. 
devised by Karl Fulves and may be found in hisSeue-WoRKiNG Cam TRICKS!= 


Soak 24, 1080; page 1349, 

Forveis orc seems Ses to have been described In English in The Blonker Cards 
Of Ken Brooke, a marketed uem. 

Vol. 4, Bo. 7: May 1965; page 297, 

“туе, 


IMPOSITION 


——=ч iow years ago considerable interest was genorated in the ang 
card ar any umber effect by David Berglas whose exceptionally 
clean performance ofthe feat baed many sophisticated card 
handlers. 

‘There havelbeen many versionsof the effec in print perhaps 
lf these the most notable was Spaulding's Audience Rapport 

Like Spauiding’s, the routine to follow uses a confederate; 
however in this version the person who secretly assists the 
performer has nothing to learn or remember, and can be 
instructed in his part in a fet moments. Also the details of the 
procedure seem to rule out the possibility that any kind of 
confederacy ar stooging could bring about the result. 

EFFECT 
‘You stand ata table; tivo spectators have been invited to assist, 
and they sitat the table to yous left and right, 

‘Removing a deck of cards fom its case, you mix them abit 
‘na desulory fasbion while you study the two spectators; then 
you give the deck a cut at what seems to be a precise point. 
‘The cut comploted, you place the deck on the table and 
comment tha you will net touch it again. 

Bach spectator is now handed asmall white card anda pencil; 
the one on the lef s asked to write the name of any card in 
‘the deck, while tho one on tho right is requested to write any 
number between one and fily-r, 

You collect the twa cards and say that before going any fir 
ther there are a few questions you want to ask each spectator 
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“Do youi know what card this gentleman has written you ask the spectator 
on the right, indicating the other helper; the spectator ofcourse must answer 
“No,” You ask the spectator on the leftif he knows the number written by the 
Other spectator; his responsa likewise must be in the negative. 

“Did I suggest any particudar cand to you, ar number to you?” Again the answer 
are in tho negative. 

“Finally,” you ask, since T put dotor fhe deck of cards, have I touched them at 
all> Both spectators verily that you have not. 

"And your choices are... yon glance at the cards, ^. ihe Seven of Clubs for 
tou and the number twenty-five for you, Would either of you pick up the deck and 
count down to о тистер олт" 

One of the spectators does 50 and the twenty-fifth card is, of course, the 
Seven of Clubs. Tha white cards are left on the table 

METHOD 
‘The spectator who is your confederate is told only that when handed the card 
and pencil, and asked to write a number she is to write nothing and later is 
to agree with whatever number you call out, 

You use a memorized deck, of course; if you give Ita shuffle at the begin- 
ring ol tie ecc dus Isa Lt Ono—amd this howd only be done if you can 
do it convincingly. A simple Charlier mix is quite sufficient. 

Finally you cut the deck to bring card No: One in your setup to the top, and 
place the cards down on the table. You proceed as described in Ef; at some 
point while both (7) ofthe spectators are-writing on their cards you obtain a 
thumbowtiter (either a band-type or Baon writer isthe preferred choice for 
this simation) and get itin plac. 

Getting the two white cards from the spectators, you note the name of the 
playing card written down by the innocent spectator; this need not be done. 
secretively but no great attention should be drawn to it if at all possible. As 
‘YoU proceed with yeur questions, you have ll the time in the world to fil in 
‘on the other card the number at which Ue named card ties in the memorized 
deck, From a technical point of view the offectis now over, but let's take things 
Justa bit further: 

The questions you ask (as given in the description ofthe effect) are impor- 
tant, and not just because they build up the conditions under whieh the effect 
takes place, They are three questions which the confederate can answer 
absolutely truthfiily; the audicnce will sense this sincerity and se will give the 
Proceedings a convincing air 

As o the writienon white cards, you do not display each one as you read 
it. Rather, you read them off without showing them-—then, afer the spectator 
begins to deal, you casually throw the two cards face up on the table. Logi- 
cally, at chs point, you don't have to prove anything, and апу айшашр\ о йо 


DECKALOGUE 
0 willbe fatal tothe effect. The deck of ard is tho important ting, and chats 
where the attention should be focused rather than an the white cards which 
presumably are simply the records of two choices 

‘You wil find that from time to time the spectators do nat check the white 
cards at all; f this should happen, do not draw attention to (hem no matter 
Tow much effort you have put into thumbowriting the umber. 

Let tke applause be your reward. 

Phil Goldstein suggests a way out of the situation when the lead In your. 
thumavriterbresks: you can have the stooge Write any number—and when 
youread offthe number you simply miscall it as the required one, While this 
angle does not have the ‘stooge proof approach of the basic routine, Jsa good 
idea to keep in mind for emergencies. 

CREDITS 
‘As noted in text, 
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Mya follows is a particular presentation and handling of the 


‘Tossed. Out Deck, made famous by the late David Hoy. While it 
may seem to some that | am painting the lily in this instance, 
Tdo think there are situations where this presentation may be 
preferable to the briefer one usually performed 

EFFECT 
Snapping а uber nl aru а 40K OF car8, JOU оза гс а 
spectator andl have him peck at a card by slightly breaking the 
deck atone point long enough to gota glimpse of single cad, 
This procedure is followed with two more spectators, the last 
ofwhom tosses the deck backup to you. For the moment you 
placa tho cards aside. 

You say you will attempt to get an impression of the three 
thoughts. You pick up a slate and scribble on it for a while, 
finally setting i aside without showing what you have writen 

‘Taking up the deck again, you remove the rubber band and. 
approach the first spectator, asking him to look through the deck 
and remove the card he thought of—but not, for the moment, 
is he to show it to anyone olse. The other two spectators do the 
same and you put away the deck. Collecting the three cards, 
you return to the stage. 

“The thoughl-of cardi were he Six of Hearts, the Right of Chibs 
‘end the Queen of Spades,” you say, showing the cards as you call 
IT heir names. "Here are the thought impressions P received” 

You turn around the slate to reveal that you have written the 
Tames of he same three cards 


METHOD 


‘The early part of the routine follows along classical lines; a 
threeskind force deck arranged cyclically (-2-34-234-2-3) has 





 DECKALOGUE 
the rubber band snapped around it and the three spectators peek at the 
cards. In placing the deck aside, however, you switch it for a deck which is 
for the most part ordinary; it has fuo extra sets of the three force cards, 
making three of each in all. Another set ofthe three force cards is In your. 
pocket in a known order. 

‘After writing your impressions’ you have each spectator in turn take his. 
card from the deck; you note them as they are taken, either by glimpse, stack, 
cr having them marked on the back {and such mark can be very simple and 
obvious as ithas only to identify one of three cards), 

If the spectators have each chosen different cards you have nothing 
farther ta do; if, on the other hand, there are one or two duplicates among 
the three, when you put the deck away in your pocket you palm the card 
for cards that will complete the set. Cotlecting the three cards, you add the 
palmed card(s) 0 them. 

‘Once back en stage, you have only to show the three different cards— 
concealing any duplicates behind them—and then put the cards aside as you 
pick up the slate for your final revelation. 

NOTE 
“The switch of the deck, no matter haw blatant; should nat atteantattantian 
because itis done after the initial selections, Tho action can be as simple as 
putting the deck into your pocket and taking another one ouit-or having the 
second deck behind the slate on the table; the first deck is dropped behind a 
handkerchief somewhat further back on the table, and the other deck comes 
into view as the slate is picked up. 
CREDITS 


while the basic principle behind the Tossed Out Deck has been floating around 
fora long timo—and various odd claims have been made regarding it_there's 
mot much question that the presentation currently used isthe inspiration of 
the Tate David Hoy. 





213 


214 


AUTOMANTICARD 


B pisi a sow application of an old device; tne routine is of the 


spectalor-as-mentalistvarlety 
EFFECT 

Aspectator is given a deck of cards and asked to look them over 
‘ond give them athorough shuffle. He is then instructed to place 
the deck behind his back, give it several cuts, and then turn 
the top card of the deck over, this done, ho isto make several 
‘more ents so that not ever he knows Pc locadon or identity of 
lhe reversed cata, 

You then instruct hima to return the cards to their case; now 
heis requested to choose a second spectator to take part in the 
demonstration. 

This person is seated in a chair andblindfolded; she is given 
a slate and chalk and told to relax. You farther tell her that 
gradually a card vill come into her mind—she is not to make 
any conscious cholce but simply to let Us happen—and she 
will ind her hand writing the name of the card on the site. 

Eventually she writes, say, “Sc of Hearts! 

When the deck is removed from tho case, and the reversed 
card located, it proves in fant to be the Six of Hearts, 

METHOD 
Of course, an UltraMental Deck is used; this is in your 
pocket with the blindfold. You use a straight deck with the 
firat spectator for the behind-the-Dack Business, and you 
witch it for the UM Deck in getting the blindfold. That’s all 
theve is to it—but don't confuse the space taken ta describe 
this with its effect on an audience, 


 DECKALOGUE 


NOTES 
Alternatively, instead of a UM Deck you could use a Brainwave Deck—but it 
would, of course, have to be one in which all the backs were the same colo, 
matching the first deck, I think the alight additional drama of having the card 
appear face down and tuening i over maker the UM Deck preferable 

{don't indicate, in the shove description, whether or not You keep the first 
spectator on stage throughout the routine. 1t is possible to argue this either 
‘way—his presence on the stage is a visual reminder of how the card was 
selected, snd he canbe given te card toholé atthe denouement On the other 
hand, he stands tiere for a long time with nothing to do, and might distract 
from the automatic writing ofthe other spectator. 

Do understand that it is this 'auto-writing' on the part of the spectator that 
is the real effect, and this is where your presentation should focus; the 
revelation of the reversed card at the conclusion is simply verification, proof 
that the writing obtained was valid. 

You will from time to time get a spectator who is so resistant to this kind of 
thing—the same sort of person who makes a poor hypnotic subject—that no 
WN ita 

It is possible to verbally cue him or her to write the name of any card 
that pops into mind, but this is in my opinion inadvisable as it eliminates 
the major appeal ofthe effect- which is the appearance of something genu- 
Inely strange going on. 

In these cases, you can simply make some comment about thie particular 
spectator’ vibration not meshing with that ofthe firs person ()) and have 
another spectator selected. 





CREDITS 
‘The UltraMental Deck was devised by Joe Berg; the Brainwave Deck, in its 
nal form, by Dai Vernon. (For a discossion of this sce A HISTORY OF THE 
[BRAINWAVE PRINCIPLE by Kal Fulves) 
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EFFECT 


MEER ve decks are used one, still in its case, you place In full view on 


he table. Removing the other deck from its case, you ask a 
spectator to name any card. He does so, and you run through 
the deck, locating the card and handing ito the spectator. 

“That represen. selection mae by choice," you say. “Wel have 
«a second selection made, but this one ual be y pure chance You 
overhand shu fe the deck: during this. the spectator is asked 
to return his card face up to the face-dovm deck. The cars are 
squated and handed to the spectatar to hold 

You remove the labled deck from its case and spread the 
carts from hand to hand, inviting the spectator to duplicate your 
actions with the deck he holes, 

Presently 2 face-up card shows in your deck; of course, it 
mratches che one showing in the spectator’s deck, You remove 
this card and the one directly above it; the spectator does the 
same. The two cards are turned over anû these, too, are 
identical 





METHOD 
Аз in the previous item, a faked deck is used; here it is a 
Brainwave Deck—in the sense that the cards are roughed face 
1 face—but all backs are ofthe same color This deck is the 
‘one placed on the table at the outset, 

‘The other deck is an ordinary ene; all the cards are face 
down, butare arcanged in pairs matching the roughed pais in 
the faked deck, 

In performance: 

When the spectator names his card you spread this ordi- 
nary deck face up and remove his choice. As you do so, you 
Cut the deck at this point to bring the other card of tbe pair 
to the bottom, 


 DECKALOGUE 
You begin a slow overhand shuffle; at some point the spectator drops his 
card on top of Uie shuffled stock; and you then drop the rest ofthe deck on 
‘op of which, needless to aay, puts the tro cards of the pair face to face. 
‘The spectator is handed the ordinary deck, you remove the w-Brainwave 
Deck from its case, spreading the cards and splitting atthe appropriate pair— 
and another 2704-101 miracle has occurred. 
NOTES 


While the cards in the ordinary deck must be paired to match those in the fake 
deck, they бо not need to be—indeed should not bein the same order, but 
rather in à random arrangement. 

By triraming Ute upper card of tese pairs short, this deck could be riffle- 
shuflled beforchand—but all things considered, it is hardly worth the trouble. 

In fact, this first deck need not be arranged at all;as long as You know what 
the other card of the pair is, you can spot it as you spread through the cards, 
hold a break, and cut it to the bottom, 1 recommend the way Ive outlined 
because I think it results in a cleaner appearance of the handling andis some- 
thing you don't have to think about at all. 


CREDITS 





See supra, 
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TETRANCE 


аша am not sure just how many versions of the cardin-wvallet 


prediction are inprint buthers isyotanother—which can stand 
om its own or be a useful adjunct to other methods, 
EFFECT 

You remove your wallet and place it in full view on the table. 
Handing a deck of cards to the spectator. you tell her you are 
going lo have her select a card by a combination of choice and 
chance. Choice will be first-she is to out any numaber of cards 
fom the deck. (You stipulate thatshe should ext atleast dozen 
or so, to make it more interesting") 

Now comes chance: You tell the spectator to count tha cards 
in her cutoff packet and, this being done, to add the to digits 
of her total together and count to that card in her packet 

‘As che is doing this you remove from your wallet tho single 
card it contains, The two cards are, of course, identical. 

METHOD 
The wallet isofthe Himbertype, with two compartmentsopen- 
ing at opposite sides. into the pocket on each side is placed an. 
envelope containing a double-facad card; alternatively, two 
envelopes are glued together with an ordinary card in each— 
this procedure being followed with both compartments so that 
four possible cards can be shown. 

“The cards matching these in the deck in play are placed at 
the tenth, nineteonth, eueney-cighth, and tir seventh positions 
cen top af the deck. 

‘With the cards in these positions, the procedure outlined. 
in the effect will cause the spectator to arrive at one of the 
four cards. 


 DECKALOGUE 

‘When the spectator caunts her packet you must observe hou this is done. 
in order to instruct har correctly: 

1fshe reverses the order of the cards in counting, she will hen count from. 
tho top of the face down packs. 

she counts the cards from hand to hand without reversing them, she will 
count from the face of the face-up packet. 

‘An example: she deals the cards face down, reversing thoir order; and has 
thirty-eight cards, 3 + 8 = 11. The eleventh card fom the top of the packet 
will now be the ocigimal twenty-eiguh card, one of the four covered by your 
prediction possibilities, 

‘You can now immediately proceed with anything requiring the use of an 
ordinary deck something not possible with many methods for this effect. 

NOTES 
You count the cards along with the spectator—to make sure she counts 
correctly, for one thing nd thus wll ba able то figure out which of the four 
cards she will finally end up with; this requires no calculating, really, just 

A Himber Wallet is not required; you can have two double-ficers in a 
double euvelupe, йи ensraple, The use uf duuble-craters as as applications 
here, if desired. 

Ifyou possess John Thompson's excellent Nema £1500 routine, originally 
marketed by Ken Brooke, you will realize how itcan be adapted to this routine 
togive you a finish with an ungaffed wallet~and a kicker that stuns audiences, 

CREDITS 
‘The handling of double-faced cards and wallet as here used is generally asso- 
lated with the name of Al Koran; a number of similar handlings have been 
in print in various places. 

‘The mathematical principle Involved is gute ancient; Al Karan, again, used 
itin a prizewinning effect, Pradicion Suprema, in Magic Wand and it had 
‘been in print many times by then. 

‘A related application of ths principle—used as a single card foroe—was 
described by Burt Sperber in Magick'* 


Жү. ХКХҮ, Но. 211; а. 14б. раре 98. 
"No. 19 Dee 9, 1977; pake 307. 


| 
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COINCIDECK 


MER Uisisa Girly staightiorward multiplecoincidence effect using 


"neo decks. ts only drawback is that it isso simple to do that 
the tendency is not to give ithe strong presentation ie deserves 
EFFECT 
"Tua decks of contrasting back design and color are used while 
one spectator shuffles one of the decks, you spread the other 
ack Tace up and have a spectator touch any card. The first 
spectator gives his deck a complete cutand then cuts offa small 
packer and places it on the table; you place the touched card 
from your deckon top ofthe packet. This procedure is repeated 
once or twice more, with the first spectator finaly putting the 

balance of his deck on top of the tabled portion. 

Putting your deck away, you slowly deal through the other 
deck until you come to the first of the face-up cards; itia dealt, 
still face up, to the table, and the next card îs dealt beside it. 
‘This action is repeated with the one or two other cards. 

‘When the facedown cards are tured face up, they are in 
each case exact matches forthe cards beside them, 

METHOD 
As indicated in the introductory paragraph, it is very simple. 
‘The deck handled by the first spectator is ordinary and unpre- 
Pared. Tha deck you use, however, consists af matching pairs 
of carós roughedback to back; the lower cards oF the pairs (e. 
the face-down cards concealed by the face-up cards) hav hacks 
‘matching those in the other dock 

As each card is touched, the roughed pair is removed as a 
single card and placed on the packet as described; later, when 
you deal through the deok, you split the pair as you come 10 
the face-up card and deal the two cards down singly. That's it. 





 DECKALOGUE 


NOTES 

‘The rough-and-smooth deck shovld have a single card at the bottom, back 
‘outward, so that this back can be shown when the cards are removed from 
the case. 

Inthis particular situation, itwould nothe excessive to trim the lower cards 
ot each pair short so that the deck could be casually shown (by means of a 
zile) to consist of a contrasting back to that used by the first spectator. 

CREDITS 

1 devised this effect several years ago. A somewhat similar zoutine, using 
ungated decks but not providing forthe selection ofthe prediction cards by 
aspectator was descrined ay Gus Sonthall and Francis Haxton in New Penta 
gran? under the sie Second Cholez 

"The roughand smooth principle i Ralph Hull's, n ts application to card 
magicand menialism (though Dai Vernon had earlier used a specific applica- 
tion of this principle in his Brainwave Deck). 


Yel. 11, Na. 1; Mareh 1970; page 1. 
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INSIGHT 
STRAIGHT 


BIS isMitscauss Fox acit, Larry Becker had an effect called 


The Lite Black Book which had, I thought, an excellent plot, 
‘The method of card selection, however—which as Hecker noted 
‘was adapted from Vertom's Zodiac Card Trick- did not strike. 
me as convincing 

Here's another approach to the plot, and some changes of 
bath method and presentation. 

EFFECT 
You remove from your pocket five poker chips, placing them 
on the tablo. Spreading adeck of cards with faces toward your- 
sell, you remove a single card and place it aside face down, 
Putting onc of the poker chips en top of i. 

Giving the cards a brief mix, you deal the top sixteen face 
down in a four-by-four square. 

Mandingthe four remaining poker chips tothe spectator you 
‘ell him to toss one of them on any ofthe sixteen cards 

He does so; you remove the other cards in the vertical and 
horizontal rows in which the card lies, replacing them an the 
deck. 

This is repealed twice; after the carês aze removed the ihid 
time, one ur-chipped card will remain, The spectator puts a 
‘chip on this card, saat the end ofthe process he has four bled 
‘ards, cach covered with a poker chip. 

Youtake the top dozen or so cards from the deck and fan them 
aces ward the spectator; the carda area random group. “You 
could have chosen any of Hess," you say, What did you choose?" 











Page 32. 


DECKALOGUE. 
‘The spectator turns his cards face up; they prove to be a Ten, Jack, King 
and Acs. Obviously a Queen Is needed to All this straight; you have the spec- 
tator turn up the card you placed aside earlier. Tt is, of course, a Queen 
METHOD 
A simple arrangement of the deck is necessary; the four Tens are on top of 
the deck, and beneath them are the four Jacks, Kings and Aces in order. 
After placing the poker chips on the table, you ran through the deck and 
take out any Queen, This ie placed ra one side, face down, and covered 
with a chip. 
Afer any simple false shuffle which retains the top sixteen cards in position 
(end even this is not necessary), you deal these cards out in tbe fourny four 
square: 


[zs 


ЕЕЕ 
LALA LILA) 
Een per eripe] 
SHEBE 


Ifthe procedure as given in Effect Is now carried out—he puts a chip on 
any card, vou remove the others in that horizontal and vertical row he must 
inevitably ond ap with one card of each value, 
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You get abreak beneath the top card ofthe remaining talon; as you replace. 
the fist group of unwanted cards on top of the deck you retain this break 
Beneath them; the break is held as te other cards ate replaced. When the 
ast such cards have been put hack on the deck you simply pass the whale 
group above the break to tle bottom. Because ofthe added care an indifferent 
card will nove chow on de face, 

Some very slight misdirection ls required (or perhapsa great deal, depending 
оп how well er badly you do tho pass!) and this can be as simple as asking the 
spectator a question (Did you have a free choice”) or as strong as having him 
turn over the tabled cardafire, In this atter case you alter the patter somewhat 
(Those are the jour you decided or from alt of thes... ^. This is not quite as 
theatrically valid as showing these cards first, but itis better than getting caught 
with your shift in gear. 

in any case, the technical part of the trick now done, you proceed with 
the revelation. 





NOTES 
By having an added stock of duplicates (four Tens of Spades, four Jacks of 
Spades, etc), you can end up with a Royal Flush. T these twelve duplicates 
are added to the full deck you can simply lap them from the top of the deck 
dw ou reach ovor to slide the holo! card ta the cantor of the table, altcr 
Lively you can pass the duplicates ta the bortom as in the original handling 
and lap them from there at some convenient moment 

In the Larry Becker version the hole card ig originally sealed in an enve 
ope and we coul mix this eoncepe with one from Robert Hexdin() to come 
up with a presentation where you sow a yellowed envelope, adäressed to 
{your grand-daddy from Doc Holiday (or T.S. Andrews, if you want to be 
‘bscure); when opened, the envelope is shown to contain a letter from Holliday 
ling about the last eard game in Tombstone, and the card that won the pot— 
and along with the latter is a likewise aged and yellowing Queen of Spades. 

IEyou do tis later version, please go to the trouble of getting an antique 
card, or reproduction thereof; they are recognizably different from modern 
cards. Aging of letters, envelopes, ets. has icon described in Invocation, 
‘Magick and a number of other places, 

‘The presentation must, obviously, be introduced slong the lines of a 
tambling gamo. I talk about Poker and Keno asa way of getting into the effect, 

1Eyou like working strong; you can give the routine a challenge aspect 
as follows: 

Pointing to your hole card, you say that in order for you to win, your card. 
has to improve the spectators hand of four; ifhe's got nothing, you have to 
‘match one ofhis cards to give him a pair—if he's got a pair you have to make 
it three ofa kind—two pair, you've got to match ome ofthe pairs to give him a 
fll house—and so on. in addition to building up interest in the outcome, this 
‘Suggests hat Cher ar in fact a great many possible results. 








 DECKALOGUE 

1tyow re performing ina place where gambling is egal, you mightuse reat 
house chips, which the spectator stands to win if yon fail in your challenge. 
{Atshould be noted that T accept no responsibility for the losses of those who 
lise this angle and happen to sorew up the stack...) 

‘Please note that while this effect can be played as influence’ it would be a 
mistake to try to present it as anything like stsight mentalism. You could, of 
Course, use the wellworn Psychic Gambier type of presentationbut since such 
presentations uscally make your audience hate you, 1 dont recommend it,..1 

CREDITS 
‘The hole card lotis, as indicated, inspired by thatof Larry Bockor ‘The matri 
force seems to have eon fist described in printby Maurice Kraitchik' ters 
who have worked on the principle include Walter s Gibson, Stewart James, 
Mel Stoves, Howard Lyons, Pavel, and Phil Goldstein. 
Brief grumble 

As just mentioned, the foros procedure employed abave is described asa matrix 
foros, which in the mathematical sense here relevant means à particular 
“arrangement, with specific properties peculiar o that arrangement. Various 
magie square concepts, sach as Mel Stover's rrisistibte Foree!? and Phil 
Goldstein's Rainbo Marix”, are also properly described as matratin principle. 

‘The term matrix, however, has somehow got itself attached to the principle 
‘need in several number predictions Randomental, тойсо, Тулій, 
Tad Mfinitum, Ultimate Matrix, cte.—which does not involve a matrix at all, as 
the numbers within groups need not be in any particular order. 

Given their operating principle, such effects night mote properly be said 
tose a re-alignment concept, depending as they do on reseiting the addition 
problem ata ninety degree angle from its original structure, 

“Tats all—I,just wanted to make this observation in an attempt tostem the 
confusion of two principles having the same name. Actually, Ive probably 
only added to the confusion... 








"gos hie Mitac nca, page 16 
тте New Phocnis, No. 340; page 171. 
See his Vou? HOKE OF MENTALISM, Pb 4 
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SELLER'S 
MARKCUT 


EFFECT 
MER yo: band out a deck for shuMing. While this is being done you 
Temove from your packet abusinesssize envelope (about three- 





аптача эу кэсапа-а-паН тпспез) апа ел f reely. 

Tris of tbe ind that has a glassine window centered in the 
ower half of the face of the envelope; through this window a 
portion ef colored index card is visible. 











Yau remove (he index card for à moment tbe envelope is 

226 seen to be otherwise empiy—and mention that you have 
writiona prediction on thecard. Yon do not show this, however, 
‘bul replace the index card in the envelope. 

You will attempt niro test, you say, concerning precegnition 
and clairvoyance, 

A spectator is asked to spread the shuffled deck face down 
and slide any card out ofthe spread. You take this card and— 
without showing its face slide into the envelope infront of 
the index card 


 DECKALOGUE. 

“The spectators now requested to square up the dock; she can, ifshe wishes, 
shuffle it again. She then is to cut off a portion of the cards. This done, You 
place the envelope onto the tabled portion, ta mark the cut, and thè cutoff 
‘cards are replaced above the envelope. 

Bringing your clairvoyantand histrlonle— powers to bea, you presently 
name a card. The cards above the anvelope are removed by the spectator, 
as is the envelope itself, and the top card ofthe lower half proves to be the 
named cara. 

"The spectator now removes the first-selected card and the index card bearing 
the prediction ftom the envelope; they are, of course, a perfect match. 

METHOD 
‘To prepare, you write the name of any card om the Index card. The named 
card is removed from the deck and, with the index card, placed in the enve- 
‘ope; the playing card goes behind the index card. 

The flap of the envelope is given a sharp crease at is fold Tine so it wil 
Jie flat against the envelope, but the flap is nor moistened or tucked into 
the envelope, 

In working, you show the envelope freely and then remove the index card, 
lating the playing card along behind ir When ye replace the card in the 
envelope you pus the playing card to the left slightly (presuming you held 
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the envelope in your left hand and the cati] in your right). By doing this 
You are easily able to let the playing card remain outside the envelope, where 
it is retalned by the left thumb which halds tha envelope at the rear. The 
Window, of course, сез the audience, 

You take the card chosen by the spectator between your right thumb and 
forefinger, at the right edge, face of course to you. Bringing thie behind the 
envelope, you place it above the card already there 





‘Sirmuliameously, your right fret and second fingers clip the predicted card 
‘while the chosen card is released from the right thumb and frst finger, leaving 
itunder the teft thumb. Without a pause the backs of your fingers brush back 
the flap and insert he switched card în front of the index card. 
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DECKALOGUE 

(ть why the Rap must ie lat fit were, for example, polnting outward, 
Gre would be no reason for your hand to go that far behind the envelope 
ла the move would not appear quite legitimate.) 

As a trial will show, this switch looks exremely fáir-and smooth perfor- 
sance of itis not at all dificult co acquire. 

During this you have several opportunities to note the identity ofthe original 
slecied card, which now is concealed behind the envelope. 

"The denk is shuffled as destrod and cat as per the description in Effect; 
lacing the envelope down on he tabled portion automatically loads the card 
neat the envelope Onto this portion ofthe deck. This par of the handling, 
‘es require reasonable practice, since itis important thatthe loaded card be 
alignment with the rest ofthe deck. 

"Your work is now done, and i's all ever but (ho shouting (... ot whisper. 
mg. don't know how you present your mental effects...) 

„n alternative hanûling ofthe card switch, abit more complicated but with 
ın interesting visual continuity, can be done as follows: 

‘You're at the point where you're holding the index card with the playing 
sandibehind it The flap ofthe window envelope pointsout, rather than being 
Sided down. 

You start to put the prediction back into the envelope; here you et the 
laying card go in—but no far enough to be seen through the window— 
Di then take the prediction card away for a moment as You make some 
additional comment. 
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Now you insert the prediction card completely into the envelope, buthehind 
the playing card—which is kepr out of view behind the uppor frent of the 
envelope anû the opened Aap. 









‘king the card to be switched, you apparently Insert it directly into the 
envelope; actually you slide it alongbehind the envelope, but your fingers z0 
m front of de prediction card, hitting the outer edge of the playing card and 
pushing it into view, 


The card appears and moves exactly as it would ifyou were doing what 
‘you are supposed to be doing; It doesn’t seem that the card is really out of 
230| sight at all 
CREDITS 
‘The envelope load of a card onto a deck is Ue invention of Tom Sellers?" 
There have heen innumerable card-intowenvelope switches; the handling 
теге described is, tothe best of my knowledge, my own, 





‘Se The Facial Prater nbs CARD THER TH? Wonk, page 13. 


TRIO 


AS ony oncofthe lice following items sa full edged eee; how 
over, LU you? find rhe conces use. 
WAIKIKUT 

Handing the deck to a spectator you tum your back; you 
instruct her w cut olî about a third of che deck and place con. 

the table. She is to cut ofFhalf the remaining cards from those 

їшї ani, tarn tom face wp, ana piace them on tne table 

packet The ast third is then to be placed, stil ace down, on 

the face-up cards, The spectator has, ofcourse, noted the face- 

up cand of the central packet during this process. 

You ofer the spectator her choice of telepathy of clairvoy 
ance: you will either name the face-up card noted by the 
spectator telepathy or the two facedown card separated by 
the face-up packet unknown to anyone, these can only be 
discerned by clairvoyance, 

Thespectator makes her cholee, anil you make your divi 

Taho chooses telepathy, you tell her to cut the deck in half 
апазы То the halves together afier which you either look 
through the deck or have the spectator call of the names of 
{he face-up cards the selected one willbe the fstfacesupeard | 23 1 
afar a long string of face-down cards. 

This is, of course, Bill Murata's Waikiki Location. 

JE cve spectator chooses ciairvoyance, your task is even 
simpler, since the two cards on either side of the face-up 
packet are the original top and bottom cards of the deck, 
which you were cunning enough to note beforehand. What 
you've done is basically the venerable cut force, with an 
intervening lace up packet 
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NARROWZARROW 
‘Thine an angle for those of you who, like me, know the basies ofthe Zarrow 
false shuffle but have never heen happy with the necessary center cut and 
Dreak-holding, 

You kave two cards trimmed narrow; one of these is at about the center of 
‘the deck and the other is seven or eight cards down from the top. 

You riffle to the central narrow card, beak and take the bottom half in the 
right hand. The halves aze riffle together until tha narrow card near the top 
Jills. At this point you release all remaining cards in the right hand, followed 
by the six or seven in the left 

‘The halves of the deck are pushed together, in the courso of which the 
Zarrow separation is executed, so that the right-hand group goes in above the 
bulk ofthe left-hand cards but below the top packet The deck is squared. 

‘The process ìs repeated, which brings the deck back to its original order 
Noto, however, that you can place a false cut or two between the tro shuffles, 
sinos it isn't necessary to hold a break. 

The technique ofthe Zarrow sImffle itself has been described many places 
ince Ir rst appeared in ‘the New Phoenix moat notably int Kat! Faby! 
RUPFLR SHUFFLE TECHNIQUE, PAKI OnE—butif you read that sort of thing you 
Are hardly likely to nsed the base and impure gimmickry here discussed. 


OUTSTRIP 


"This is a rather obvious approach to revealing one of two cards placed in an 
envclope—but I've not seen itn print anywhere in quite this form, 


The ero cars to be used are taken ema Sip 
per Deck one iz severed end Tor end, mma етте | re) 
Ee plcedinapnyenvdopewhchistienseasa N 
Fortnseeaton rpatineendat been | | 
nearest the wide and of the cara ou Want ‘tea 

envelopes squeal by ite edges athe ther nd 

‘lies operand withasharp shake you dropout 

Sho propor card hie the ether one securely 

ا 

p ¢ works every time tan bused 

with Taree (page 218), orn ac any: requi 


ing a two-out capability, je 
SS 





Эхо. зев; іу 1957, page 210 
PUtshould be noted that the above technique was orginally published prar o similar 
‘e-card hundling by Ed Marlo in Wacheroaumers CARD ише, раро 91. 


CHARLIERSATZ 


пл] 


mm Here are two false cuts of my own devising which 1 have been 
‘using for over twenty years (though I wouldn'tbe surprised to 
Jearn they are re-inventions). Hoth are constructed around the 
Charlier one-handed cat 

Version No, 1 

‘You hold the deck in your left hand in preparation for the 
Charlier cut, (That io the deck is held suspended above the 
palm, thumb on the let edge, fingers on the right) The right 
hand approaches amd removes the Tower third of the deck. 
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‘The left hand executes the Charlior cat with the remaining portion ofthe 
deck: the thumb allows roughly half the cards to drop onto the lef palm, and 
the left frst finger, which is curled under this packet, lifts its right siđe until 


it dears the upper packet 
Ipper p: > 





"The upper packet is permitted to fall flat onto the left Angers and palm. 
‘The thumb then Towers the vertical packet onto the horizontal one, As the 
fro transposed packets begin to come together you place the packet in the 
right hand between hem. As the deck ls squared You get a break beneath the 
right hand packet jest replaces, 





You now cut all the cards above the break to the table, and place the cards 
în your hand on the tabled cards. The deek remains in its original order 
Version No. 2 
234| Thepositionisassbovs, batthis time you remove the center third ofthe deck 
and execute the Charlier with the separated top and bottom sections, As you 
place the central third back into the center on completion ofthe Charlier you 
retain broaks between al three packets, The top packet is now placed an the 
lable; the nest packet on top of ithe final packet in the hand on top of all 
You have, in other words, reversed the order of the packets in cutting them 
ta the table. As before, the deck remains in its original order 
Both of those cute ara somesvbat showy and flonrishy — hus perhaps nor. 
appropriate for the classiea] mentslist but in certain contests you may find 
a use for them. 


 DECKALOGUE 


AFTERWORD 
As [ve noted elsewhere in this collection, in my descriptions of effects and 
mothods T have tried very hard to write concisely (some say "trsely') with- 
out padding, This means, among other things, ihat 1 don't ask you (o wade 
Treogh te usoal lasding of tho eflec, describing them à a dealer ads 

Та return, 1 ask only one thing; that you take the time thus saved and try. 
hese effects out, nor on magicians or mentalists. Try them on real people— 
‘whose time, attention and/or money you have to earn. 

1 think you'll be pleased with the results. 
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GRYMWYR 


[1982] 


Tus Ani oP mentalism which has come to be known as bizarre magick has 
am interesting history. Te could be sail te have begun with the publication of 
Arthur Monroc's Voodoo effect in an early number of The Jina, but iis also 
possible to argue that it began with he demonstrations of David Abbott in his 
mystery house, so well described in his two bovks— BEHIND Të SCENES WITH 
Tie Meniums and DAVID P. Алпотт Book OF MYSTEAIES. 

The difference, 1 think, Jies in intent; Abbott was presenting his wondersas 
demonstrations of what the mediums do’ and was making no claim to saper- 
natural power, unlike the bizarre magician of today. 

“There are, of course, any number of people who object to this kind ofthing, 
these critics usually come from the ranks of stage magic 

"Thin is interesting, vince perhaps te most famous preceptof the ‘Father of 
Modern Magie'—Toan Eugene Robert-Houdin— is that ‘A magician isan actor 
playing the part of a magician.” M Is clear from the context that Robert-Houdin 
id not mean *... an acior playing the part of a stage magician,” though many 
magicians seem to interpret it that way; no, he was saying that “a stage mági- 
cia isan actor playing the part of a real magician.” 

‘This misinterpretation is undoubtedly a result of the stage magicians fall 
from the theatrical heights; most performers in ће Пе loday assume that, 
just as their own audiences know that its all trickery and guile, magicians 
were always sa regarded, 

Clearly this ig not so; as late as the turn of the century magicians were 
commonly thought to have some sort of occult power. The constant recur- 
rence in the posters of the day of imps, devils and ather aceult-themed 
items is not accidental. Magicians were aware of how their audiences 
regarded them, and to greater or lesser degrees played on this belief— 
though fev of them might admit I 

tis, indeed, possible toargue that the decline of magic as a major theatrical 
attraction was connected with ihe demystiication ol iis marvels; when the 
secrets ofthe sorcerer were made available al any newsstand or book shop. 
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(t should be pointed out rhat tho modern “boonv in magic has come along 
precisely in seep with a zevival of interest in Une occult and supernatural. Te 
regard this as coincidence is reassuring but unrealistic) 

‘The mentaliat, however, has not been touched to any great degree yet 
‘by chi demystfication; he or she still finds that most members ofthe audience 
accept what they're seeing as real. To maintain this acceptance, mentalste 
havc tended to be fairly circumspect in their choice of material; they have 
steered away from effects that are too good. cfíecls so impassible that the 
audience has to suspect trickery. 

+ 


‘Thin is, incidentally, one ofthe primary ways of differentiating the mentalist 
from the ‘mental magician’—the montallst is aware of a line that can't be 
crossed without destroying the illusion of true mental phenomena, while the 
mental magician may pass that boundary with every effect in his program. 

Tis also true, as T have mentioned elsewhere, that different audiences vary 
widely in what they'll accept; 1 have heard laymen seriously discuss 
psychokinesis as the principle operating in the Linking Finger Rings! 

‘To digress from û digresslonit should not be inferred that the mentalist 
is fin mv apinion) necessarily any hetter than nr preferable to the montal 
magician. While, on a theoretical level, an act composed af classic mental- 
{sm may be more theatrically cohesive than that of the mental magician— 
ot there in the real world are many performance situations where the 
mental magician may be a far better choice. The only reason such a dis- 
tinction needs to be mado, in fact, is the tendency of many performers to 
drift back and forth between rhe tio approaches with no clear idea of who 
they are or what they're doing, 

should also be noted that mentalism is notinherently entertaining; neither 
[mental magic} neither is magic 





& 
"The odd result of the mentalist’ acceptance by the audience is that itis 
discovered thar things can be donc—and taken as real— that would be laughed 
at if presented seriously within a context of stralght magic. 

‘The Monroe Voodoo effect previously mentioned isa perfect example of 
fhis; done in the midst of a magic routine $t may play as interesting, even 
‘impcessive—but there issimply no comparison with the awesome impression 
itil make when ‘set-up’ with the lead-in of an effective mental routine, 

Given allthis, the stage Is set for the arrival of bizarre magick. 

‘Though he was preceded by a very few others, such as'TH. Chslett (Sera 
IN Tne House) and Charles Cameron (who wrote in Pentagram), there's no 
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question that the main fozce it bizarre magick for many years was the 
incomparable Tony Shiels, 

Through his contributions to The New Jinx (ond, later, Invocation) and. 
his books—131; SOMETHING STRANGE; DAINONS, DARKLINGS AND DOPPEL- 
GANGES; AND THEN THERE Were 3 (Wwith Tony Ravan and Roy Fromer}; 
and Tre sites Erract—Shiels almost single-handedly created a whole new 
genre within mentalism. 

Shiels! work inspized other, it is fair to say that he was the major contri- 
uting factor (pun intended) to the appearance ofa magazine devoted to this 
one area—the aforementioned Invocation. 

Invocation, ia turn created a whole new breed of magick-oriented writers 
(orunleached their creativity), far too many to list here, though I cannot pase 
Without mention oF at least tro: Stephen Minch, whose BOOK OF THOTII and 
LOVECRAFTIAN CEREMONIES have been major influences in the field—and the 
redoubtable Tony Andruzzi, from whose plumed pen have come TWE 
Necromicon Or Maskun ҮЕ MACE, GRmMotRE Or Tire Maces, and the 
Daemon's DIARY. 

(As ofthis writing (1902) Tony has just assumed the editorship ofthe New 
Tnvocarion; he'll no doubt inject new blood (heheh!) into the publication, and 
we can expect NT t» provide us with a host o movol asd miraculous foato on 
‘2 regular basis—and that wil be the frs miracle) 

(NOTE 1995: Tony Andrunzi and his Naw Invocation have now both passed. 
into history—both will be missed.) 

[Bascom Jones’ ineredible Magiek—now (in 1982) beginning its twelfth 
‘yeas, an impressive accamplishment—has from its earliest issues provided 
Tor the worker of bizarre magick; there must he literally hundreds of 
appropriate items in its pages, not io mention the many Bonus Inserts which 
touch on relevant subjects. 

So there's no shortage of material... 

why isn't anybody doing it? 

“The reason is hardly obscure, Stephen Minch addresced it directly in bis 
introduction to LOVECRAFTIaN CEREMONIES, in Which he said: “Fhe number of 
persans who could carry off such a role [that of sorcorer or wizard] must be 
блату гай" 

Very true; indeed, with the exception of Stephen himself, Max Maven and 
several people named Tony, one would be hard pressed to find performers 
who could put this material over in anything approaching à convincing fashion. 

The problem, in my lees than humble opinion, has a great deal to do with 
ating as often descrinad in routines for this type of effect. Even if you have 
‘managed to create a convincing 'wizard's lair —a den with everything from a 
candlesplattered skull to an ancient ironbound grimoire—it is highly unlikely 
that people stepping into it are going to regard it as anything other than an. 
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elaborate ser for your performance. Unless you play the part of he wizard 
every moment of your life—unless, in fact, it i your life—it will simply 
seem to all but the most ingenuous spectators that what they're seeing is 
clearly an act. 
Tam not saying that this role is impossible tobring off-just damned dificult 
There is, however, another approach—and L can best describe itby offering 





ONE: You've gone to the old Morton House at the edge of town, It's been 
deserter since you were a child, and you have heard, from time to time, amers 
ofa terrible murder that occurred there... and of someone--or something — 
that has lived there ever since. It's sid that peaple wha spenta night there, 
bums and hoboos, never came out. and even strayed pets have disappeared 
in its vicinity. 

But you think your own child might be playingin there, so you putthe old 
stories out of your mind and push the cobwebbed door open, 

Even in the dim light of late afternoon you can see the footprints in the 
dustof the stairs; a child's footprints 

You call out; no answer 

Slowly yon arend the stairs, hearing tham ereak and wondering if they 1 
take your weight. Other sounds come to you; rustlings, fitterings—a bird, 
‘caught in the attic—and a distant, scraping sound; something with caws. 

at the end of an inky corridor you see a door left ajar; you make your 
‘way cautiously dawn the hallway and edge the door open. 

and with shocking suddenness a bony, flesklese-hand snaps out and. 
around your throat. 

"TWO: Its a sunny Saturday afternoon; your wife is down at the Safeway 
Supermarket with the kids, stocking up for the week, and you—since the 
Čamned washer is on the blink again—aroat the Laundromat in the shopping 
enter doing the family wash. Surprisingly there aren't tco many people here 
tharik God far small blessingsi—but one of the few isa former neighbor, Marge 
Sho was abore when she lived next door and she's stilla bore, but you're preity 
much trapped, so you listen to her with half an ear as she rattles on about 
nothing in particular. 

The sudden silence, therefore, is very noticeable; you look up. Marge had 
been piling her wash into one of the huge dryers but now has stopped; she is 
peering into the machine with an expression of distaste. UE, "she says, "shar 
is that? Did somebody" 

and then something—green, cubbery—somaahing lashes out from the mae 
chine and pulls Marge into it almost lio frog eating fl. A hose, you think, 
aloose piecc o hose inside the machine; caughton something and snapped 
bat yon can't make yourself move forward, even when thc terrible screams 


Geru 
are suddenly cutoff, wasn'ta piece of hose, no matter how much you want 
itto be; it was ..it was a tentacle. 


While the preceding two vignettes may lack quite abit in literary polish, the 
point T am trying to make with them is this: 

While the skeleton hand of the first example is hardly something innocuous, 
it has nowhere near the force of the second example. Why? Because, frst of 
all, Irocoure in a classical deserted haunted house; a clichêd notion. Most of 
us do not have any great personal identification with a haunted house; itis 
mot part of our world, t is part of Ute movies, of horror of, nally, the world 
of make-believe. 

Secondiy-a skeleton hand that can grasp, without benefit of muscles and 
tendons, is also in the realm of fantasy; even the Ieasteducated obssrver knows 
that things dont work that ay It is na more real than the dancing skeleton 
in a marionette show. 

Most of us have beer in Laundromats, however, and know them for what. 
they arethe most boring places in the entire world. They may not impress 
tas, but we can identify with them; we know them; we're at home in them. 

‘And. 

<.. we know about tentacles, toa; they can crush you, they've got those suck: 
ers that scar and rend flesh, and they exist n the real woria—on an octopus, 
ona giant squid—and what else? 

And when was the last time you looked inside one of the big dryers? Who 
knows what might be down thereout of sight... 

"This is, in fact, the technique brilliantly used by the author Stephen King 
(whose DANSE MACABRE is essential reading for the mentalist working in the 
occult realm). 

King's novels gain their power in large part from use of the ordinary, 
everyday world as che setting for the horrific events. In The Mist, shoppersat 
a suburban supermarket suddenly find themselves under siege by other- 
worldly creatures turking in a sinister faz. In Cus, the relentless and hellish 
menace is the rabid family dog. 

King makes us densify with his characters as zeal, and living in aworld we 
recognize because i's our worl, too; so that when the monsters come to got 
them, we think: hey, the monsters could come to get us. 

what does all this have to do with bizarre magick? 

As previously mentioned, it is extremely difficult to play the sorcerer and 
have your audience buy the premise buy the bit ave them believe that vehat 
they re seeing is really happening, 

When you play yourseli, however—at which you have at least some 
exporlence- you are usually going to come across as more believable thun. 
if you attempt to pass yourself off as the Inberitor pr Merlin's mantle, or. 
Aleister Crowley's. 
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More important, however is this: 

By playing it straight, you establish what happens as going on in dhis world- 
mot ina magica! never-never land. You aot as yourself, perhaps skeptical bu 
ccurious—thore ate these rituals you know about, they're probably just super 
stition, but why not give them a try and see if anything happens? 

Granted, with this approach you don't come off as some kind of accu! 
master of the supernatural—but that does not necessarily make what you di 
any less effective. Indeed, to the degree that i is more believable than thi 
‘mystical warlock approach it wl be mare effective. 

‘Afterall, you're already a mentalist; isn't that weird enough for you? 

‘There isalso,| might point out, one huge advantage in this sort of approach 
having to do with the methodology of various effects in the genre: 

‘The secret workings of some routines may require of Jou and your audi 
ence—procedures which, on (he face of ft, don't really make much sense. It 
straight mentalism you only have a few choices- figure out an alternativ 
‘method; find an angle or presentation that seemingly justifies the procedure. 
or drop the effect. 

Im bizarre magick, however, when you take the approach of interestet 
student rather than omnipotent master, there is one all-purpose cover line 
‘you de atm a particular way because the ritual rules fe 

(A good example of this isthe torn center effect; though it is possible t 
justify it in various ways, i is sill an odd business to have a spectator welt 
‘something down and a few seconds later tear up the paper. 

(but i you're using ‘Tony Raven's Magic Circle Of Dr. Faustus center 
tear pads, or the Henning Nelms presentation in Maci AND SHowmansiis? 
it makes a lot more sense; you are simply following an arcane procedure 
as required.) 

What it boils down to is this: If you're the boss—i.e., the master warlock- 
you should be able to meet anyone's cbjaction or challenge. (Defy me, pura 
mortal? I shail еттп from the Pie fhose who shall chastise thee") Ahem. IE or 
the other hand, you are the experimenter, the student—you have to follow 
instructions and so, by extension, does ie audience. 

‘The effects which follow cover a wide range of posible approaches—all the 
way from close-up tems which are clearly mental magic with an occult favor, 
toa dramatic playlee which those who experience tare unlikely ever wo forget 

Many ofthe effects lend themselves to a wide range of different presenta 
tions; while in describing a routine I may give the one I use, you are by ne 
means obligated to follow it exactly but indeed to adapt It lo your own 
personality, and to turn these fantasies into your own personal reality, for 
yourself and youraudlences. 


Ст 


SOREcery 


————= since 1 distike selFadvertisement within mentalisra and magic, 
‘books feeling as do that ifthe materia can't speak for itself 
no amount of adjectival decoration is going to help I will only 
тау опе hing about what follows: I would never putt into print 
fT werer’t positive that it will eventually get around, or that 
sooner of later someone else will come up with the same 
combination. 

EFFECT 
You talk about voodoo, and the popular misconception thatthe 
‘victim has to know about the curse in order for it to be effec- 
five, This, you say, t not the case and what yeu proceed to 
do seemingly proves your thesis. 

‘You explain that for the witch doctor to inflict pain on another, 
‘he mast first believe i himself; naturally you do not wish for 
the spectator to be the victim and suffer some strange malady, 
o you will take that ole in (he proceedings and obviously, 
then, the spectator must play the pact of the witch doctor. 

A simple test willbe tried; the spectator is to concentrate on 
one ofthe five fingers of his oft hand and, further, to imagine 
the thoughvof digit beginning to tarob with pain. Then, when 
he really begins to feel the pain, he is to imagine it leaving him 
and moving to you... 245 

when this has boen done you ask the spectator to reveal 
which finger he vas thinking of and then you turn over your 
hand to reveal a blister on che same finger 

METHOD 

When you talk about the spectator actually Feeling the pain in 
the selected finger, you touch cach of his fingers in tarn very 
Tightly; one finger will offer a slight bit of resistance, and this 
is the finger being thought of 
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You create the blister by pressing the appropriata finger of your own han 
against the hole in a washer you have concealed In your hand (this hole shou! 
bo no more than a quarter ofan-inch across). The washer is fastened to a 
elastic which takes it up the sleeve once ies work is done. 

There is a bit more to ît than that, however. 

‘The business about the spectator actually feeling the pain is not just play 
acting, tobe sloughed oft Strangely, this imagining of pain in the finger an 
having it become real to the spectator is something that can ba done with arr 
even mildly suggestible person—in other words, jast abont anyone, Try to 
‘yourself, right nov, and you will see what T mean. 

“This is one of those effects which must be presented in a serions manner 
you can't do it ibat way itis best not to attempt It at all 
Alter tha ‘blister has been shown you can hold your other hand above in 
‘healing maneuver for the few moments it wil take for the mark to fade away 

Having a washer on a length ofblac elastic is not at all neceseary, thouel 
it does make the working cleaner, particularly if you do this som a standin, 
Position. You can improvise with whats available for example, a key can br 
used, provided it has a hale of proper size in its head; it can then be sleeve, 
Gf standing) or lapped (З sitting). In other words, the effect can be don 
‘virtually impromptu it need be. 

Tha fingertouching is something that wil take abit of practice and experi 
‘mentation, and you vri have t attune yourselby sensing the slight resistaner 
that willbe offered by she thoughtof digit. [tis not something that will wor! 
perfectly every time—though with practice you should hit at least ninety 
percont-but do bear in mind that since the spectators do not know exact 
what you are going to do, the appearance ofthe blister onary Binger establishe: 
a reasonably strong efect. 

CREDITS 
‘The producing ofa beter has been described by Jack TMlar4 and others whe 
have worked on it include Gene Nielsen, Tony Andruzzi and Joseph M. White 
‘he five-inger touch—an old hypnatist’s and mediums stant—Wwas written up 
by Al Baker as The Finger Knows Tele in Al Flosso's OUR Mrsrzsree" 

(NOTE 1993: Sure and ve got the gif of prophecy— the blister part ofthe 
routine above did, unfortunately, get around; 2s 1 type, it is in print for the 
public in Herz SECRETS Or Tur ASTONISHING EXECUTIVE and Penn and Teller 
How To Prax Wri YOUR Foo. You might consider holding ofT on this one 
fora while, until ithas drifted outef the public's consciousness) 
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AE Following logically along from the preceding item, thi 


PINANCE 





ohasa 
voodoo theme. It is my solution to a classi problem in men- 
‘allgm, which I first encountered in The Phoenix’. Unlike many 
‘Vorsions ofthis effect, tha which follows isspecifcally designed 
forthe conditions of cinse-up performance. 

EFFECT 
oying yeu will demonstrate the possible efonts af a voodoo 
Sinse, you remove from your pocket a package of cigarette 
papers, “Snee we dont havea straw diall hers,” you explain, tet 
Fre do with this" So saying, you draw with ball-point pen or 
poncil the crude outline of a hnman figure—and explain that 
Wile It doesn't look like much, the fact that you drew it will 
give ita strong menial fink with you. 

‘Handing the paper to a spectator, you ask her to crumple it 
imo a small ball; as she does so you romove from your pocket 
afourinch hat pin 

Holding the pin point upward, you ask the spectator to 
(carefully!) impale the poper ball on the pin. Extracting a 
отк тош the same poekes, you set this on the table and stick 
the pin into it. 

‘You point out that it would ke impossible foranyone to know 
just where the pin has punctured the paper, oF whether any of 
the holes fall inside the outline of ‘your’ figare—But that, 
nevertheless, youl seo what you can sense, 

1L. Ow you say, ‘Right through the neck” You clutch your 
throat in some discomfort. “And somewhere else. уез down in 
the left foot, a very bad pain..." 

Tine Malkin by Robert Psithorne; No, 130; July YO, 1847; age 521; 


reprinted from The Marlo Wand, Vol. KKXVI, No. 213; March 1947; 
Page 32. 
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‘The spectator removes the paper from the pin and carefully opens it; there 
Atea mmber ofholes—but the only two inside the ouline are in the nock and 
the teft foot. 

METHOD 
Obviously, of course, a switch is required. 
in doing thiseffect over the years, E thought for a while that Iwas doing 
the switch described by Dz: Jaks in is Mental Hat Pin from ANNEMANN'S 
Practical MENTAL Errects?, When I checked the Jake description T realized 
tbore no zelation to mine, and that I had devised a completely original switch. 

‘The preparation s extremely simple: 

You draw a crude outline af a human fignre ona cigarette paper This should 
bbe very simple, since you will have to duplicate it on the other paper. 

The paper is threaded’ onto the pin so that the pin pierces an outer corner 
‘of the paper ten the neok—than twiea more outside the outkine—then the 
foot—and perliaps once more atan outer comer. The paper is then crumpled 
into a small ball en the pin; you must be careful not to let the holes turn into 
ips as you do this 

"The ball is positioned shout a third ofthe way along the pin from the head. 
"The paint fe eek into a emall cori and tha pin se put in tho jaclot pocket 

In performing the effect, you proceed as described earlier drawing the 
outline on another cigarette paper and handing i io Uhe spectator to crumple 
"up. Reaching into your pocket, you push the cork off the pin and bring the 
pin out at your fingertips 

‘The pin isheld poimtupssard between the thumb and the second finger; these 
comeeal the impaled paper 

‘The spectator is requested to impale the paper she holds on the point of 
the pin: she does so, and you very openly push it down the shaft of the pin 
until it is just above the area gripped between thumb and second finger, 

‘Well need the cork* you say, and you teach into the opposite pocket from 
that which holds the cork, As the empty hand does this, the hand holding the 
Fin turns it around to a head-upward position, as follows: The first finger moves 
behind the pin and presses against it, clipping it between the two fingers the 
humb moves away, and now the pin is horizontal, pointing directly forward. 
‘The thumb moves underneath tho rear part of the pim and pushes up, zo that 
the head is on top and the point aimed atthe floor. 

‘The second finger takes te frst fingers place, its tip pressing against the 
lower ball of paper, and the first finger lis away slighty; the erp is now much 
‘git was al the beginning—But what happens during the simple rotation 
ddeseribed is that your paper is revealed and the one impaled by the spectator 
is now concealed between the thumb and second finger 











p 


GrruwyR 


Mota that there isa reason for this move; if you are going to stick the pin 
down into something you have to turn it point downward) 

‘The move can hardly be called that; it is very simple, much like a tavid- 
lng, and is almost automatic in action. 
‘Your other hand comes out ofthe pocket empty. ‘Not in there” you may 
comment under your breath, You take the pin n this hand, now grasping it 
by the head, and simply put! ie away from Uke other hand, leaving the 
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spectator's paper concealed between fingers and thumb, The hand goes to 
the pocket, drops the paper and picks up the cork; this is brought out and 
hc pin stuck into it 


3) 





The presentation concludes as described. 
NOTES, 

їл transferring the pin From hand to hand, you must Keep your attention on 

‘herin, holding it up prominently and ‘studying itas vour other hand ditches 

he stolen paper and obtains the cork, 

IL is, of course, possible to use this switch as the way of accomplishing a 
spiritwriting routine—but when such routines Involve small balls of paper 
they tend to clearly suggest the idea of a switch. Tt would be a pity to waste 
this method on an effec: Where itis an obvious thought-and also ımnecaraary, 
since I willbe describing thras spirit-writing routines in t next fov pages. 

Joe Givan has developed an interesting variation on this routine in which 
he drawsa rough sketch ofa hand on the paper, which is then balled and placed 
on the pin as usual. He divines the pain spots, and when he turns his hand 
over there are blood spots in the appropriate locations! 

GGivan has also come up with an alicenative switch, in which the spectator 
takes the pin and Impales the paper on it; Givan removes from his pocket a 
duplicate of the cork originally shown, which has impaled in it another pin 
loaded with ue prepared paper. In pretending to stick the spectators pin on 
the cork he actually disposes of it into a Tapit, pivoting the hidden pin into 
view. (Joe comments that while thie later switch has some advantages, ha 
finds mine more practical for mes simations and continuos touse it.) 

Givan’s routine and handling willbe found in his Maic From Tirs ATTIC 
under the title A Bioody Good Point! 

CREDITS 


‘As indicated in text 


ELEMENTEERIE 


EFFECT 


emer From a large (ten by thirteen inch) envelopo you remove a school 


slate and chalk, Handing tha envelope to a spectator you ask 
her to remove the ether contents, She takes ont four smaller 
‘envelopes (about five by eight inches); you take beck the large 
‘envelope and tell her to mix the smaller ones. 

‘nis done, sho Isto rotam one oma masia en 
people seated nearby; as she does this you! 
the slate in Une large envelope. 

‘The spectators are instructed to open thelr envelopes and 
take out what's inside; each envelope contains a white card 
‘picturing one ofthe four llehomical elernents— Pe, Earth, Air 
and Water-cn onc side, and the appropriate intial —F E, AW— 
‘on the other. 

You ask thatthe spectators choose one of their number to 
те the ‘control’ subject, saying you will explain this in a 

‘moment. As this is being done 
yeu remove the slate from the 
envelope and divide it into four 

esby drawing wo crossing 





ойк шее ш 
sporarily replace 











Tho slate is handed to the 
spectators, and each is asked to 
inscribe the appropriate letter 
Tor his or her element in any 
ana af ha squares. When this 
as been dene you asit tho spec. 
tator chosen as control to be 
seated for a moment. 
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Replacing the slate in the envelope and placing it on an case], you go to 
gach of the three standing spectators in turn and ask tham to visualize a 
large X appearing on the letter-element they hold; the carû is used to assist 
in this visualizing. 

Needless to say, when the slate is removed from ths envelope, three large 
209 ото out three ofthe letters; the one left untouched is, of course, that 
of the ‘control: 

METHOD 
Before describing the working, T do want to point out that (a) the spectators 
handle both slate and envelope at various points in the routine; (b) there 
is no force of any kind, and no restriction as to where on the slate the 
spectators should place the letters and (e) the X's appear over the speo- 
‘tors’ owa handwriting, 

"^ also like to point out nat while it takes several paragraphs to debe 
the effect, it actually plays in very straightforward fashion. 

As [have indicated, the element cards have large letters on thelr apposite 
sides, so you know immediately after the choice hasbeen made which element 
hhas been selected. (If you desire a more subtle way of getting this informa- 
"ion, che four element cards may have the initial Vetere ahna tha pictorial 
symbol on the face; In this ease you mark the backs.) 

‘The X's are made to appear by means of a trans- 
parent plastic flap. This ap must have amarre surface 
which will tke chalk; you can accomplish this by 
‘rubbing the surface with steel wool, spraying heavily 
‘with matte-finish (obtainable at artists" supply stores), 
‘ora combination of the two, 

‘The X's are drawn in three of the four quarters of 
the Bap. 

This flap is on the slate in the envelope at the start 
ofthe routine, and you remove them together before 
handing the envelops to the spectator You temporarily 
replace the slate and flap in the envelope as the card distribution and selec- 
tion is being done, and then remove the slate only. 

After the spectators have drawn the four initials, you roplaco the slate in 
the envelope, As a trial wil show, this can be dona in such a way as to leave 
any one ofthe four letters in the unmarked quadrant of the lap—depending. 
on (a) which end of the slate goes into the envelope first and (b) on which 
de of the йар the slate is placed (of course itis always positioned so that the 
Side bearing the letters goes against the Пар) 

‘The rest is presentation. 











Gryuwi 


NOTES 
The envelope should be of heavy manila paper and completely opaque. 

You oan, of course, eliminate the initials completely, having the spectators 
raw in the pictures instead. Ida act recommend this, since itis a litte bit 
‘more ‘abstract’ —and thus not quite as clear to the audience. 

CREDITS 
The basic effect is Annemann’s Slates And Aces! Peter Warlock described a 
routine? using two transparent flaps, Ihave eliminated the extra flap and added 
the Element” presentation. 


FI ISCOISCHATED STANGE SECRETS page 14. 
Linking King, Vo. 20, No. 8; Oct 1948 page 8 
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PASTELL 


La reversal of my usual procedure, 1 am here describing 


presentation and leaving etace methodology wp ta yon; while 
Will suggest some possible approaches for accomplishing th 
effect, the final choice will be yours. 
EFFECT 

uu egia by abner description of me famous впаву Marpn 
case, in which an American housewife, under hypnosis, sav 
a description ofa previous life in [reland. Itis, you point ou 
‘very difficult to isolate just what's happening in such a situ 
on —is the subject really describing his ar her own experiene 
in a previous incarnation? Or is it possible that the subject i 
drawing information telepathically from some living person 

Obtaining a young lady as a subject, you make it clear the 
you are not going to place her in a deep hypnotic аке 
‘he willbe fly aware ofall that goes on during the experimen 

You have her sit comfortably and relax, closing her eyesan 
breathing slowly and deeply. You explain to her that she is goin 
to imagine herself drifting back inı time, to long before he 
birth...to another country, another time, another... Tif. 

gently you ask her what year ea in the life she is exper 

ening, what country sha is in; her name in this earlier life 
and perhaps one or two things about her daily existence. A 
she responds to these questions you note them down on a pac 

Now you bring her forward n Gme to the present have he 
open her ayes, relax a few moments, and than standup. Assh 
does so yon ver briefly recap what has taken place, and poin 
‘out that there are those who might accept it as evidence © 
reincarnation. 


GRIMWYR 

‘Such is, you say, not the cascand to prove your point you remove your 
pocket sectetary and from iteztract an envelope (perhaps markedroincarna- 
fiom test protocol, or something similar). 

You say that your subject has picked up the information she gave not from 
the past but from your own mindthis information (you indicate the 
envelope). 

Opening the envelope, sos hand the paper within to the subject and ask 
her to read it aloud. The description tallies almost exactly with the informs 
tion she has given only a few moments before. 


METHOD 


Obviously this is simply a presentation foe the age-old Swami Test in which 
the mentalist predicts three or four items to be subsequently called out by 
the spectators, There must be dozens of methods available for this 
particular effect—Annemann's My Own Suami Tar! and A Prophecy Of The 
orar? Paler Warlock's 30th Century Prophecy!? and Think A8 T Think?, 
Rice's Direct Prediction!’ and marketed methods such as Grimmond's 
“Triple Forecast, Alan Shason's Confabulation and sa on. You should have 
no trouble finding an approach that suits your style of working. none of 
the above seem right, a look through the relevant listings of Jack Potter's 
MASTER INDEX TO MAGIC IN Pir, published by Micky Hades, should gwe 
you more than enough possibilities. 

(NOTE 1992: One probiom with the shove presentation i that its subtext is 
supposed ispreof ofevidenco for reincarnation—and, as it happens, reine 
carnation is to many am appealing philosophy; the majority of the world's 
population believes int lo greater or lesser degrees. Tt is never a terrific idea 
to go directly against your audience's belief system unless you have a 
compelling reason to the contrary. 

(You might instead get your subject on stage— study her for a fes moments 
and then say you're going to try to discern something about her pasi— 
something even she doesn't know... yet.) 

‘An alternate approach to the same general effect would ho to state that as 
the audience wan coming in you sensed the presence of someone yor had 
‘known in a provious life a very special person; naturally, you say, the lady is 
“unaware af this previous relationship, so you shall now proceed to damon- 
state the truth of your statement, 


"re sn, No. 37; Oct. 1987; page 248. 

"Annemann's ook WITHOUT A NANI, pag f 

"ps is Perrerss Fen Prctüce and ltr in Pentagam, Val 12, No. 6; page 8. 
"commercially marketed in hts Modes For Memtalists series and later reprinted under 
she tie Thoughts Are Yours în Now Pontagram, Vi 17, No. 11; Jan, 800, раце 86. 
"*parsns Macic Or Tit MiND, page 12 
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MIND, MYTH & MAGICK 
the astute wader will appreciate that this way of handling the presentation 
may be useful in garnering rewards beyond the show itself 
of course, if your chosen subject doesn't want to take part lt pretty much 
makes hash of your lead-in and so you have to omit the effect complotely— 
but the specific situation may be worth the small risk, 
Tet your conscience be your guide. 


(P)OCEGN 


EFFECT 
emt ou hand the spectator 2 three-by-five-inch index card of the 

unlined variety; six lines have been ruled equidistantly along 

the longer dimension of the card. Giving him a pencil, you 

tell him to write the first name of someone he cares about 

on any of the six lines; this done, he is to fill in the other 

Tines with any names he wishes, (You do not, of course, see 

what he writes at this point.) 

‘Ashe does this you display the other wo itera to be used in 
the test; the frst is a flat glass bottle, in the Dual tablet bottle 
shape, and it is filled with a greenish liquid which you explain 
is nothing more or loss than sea water. 

The other object is 2 sculptured amulet of odd design; itis 
strung on a cord. As you emove it from the cord you say that, 
difficult as it may be to believe, you have it on good authority 
‘hat this amulet is an artifact from the lost and fabled kingdom 
of atlantis. The Atlantean priests who male these amulets were 
widely supposed to have odd powers~and it may be that this 
amulet retains something of that power. 

You remova the cap or cork from the batle and drop the 
amulet within; the bottle is then ressaled. The amulet now 
floats at the top of the water, just breaking the surfaca. 257 

Taking the index card from the spectator, you point out that 
‘nw one other than the spectator himself could know waat name 
‘among the six isthe one important to him. No person could 
know but perhaps the amulet docs. 

You pick the bottle up and hold it in your hand so that the 
card, held behind, is visible though the water. For several 
‘moments nothing happens—and then the amulet slowly sinks 
ta the hottam of the bore, 
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Now, slowly, the amulet begins torise— 
but then comes to a halt, suspended be. 
tween the bottom and the surface. You 
have anyone read—through the boitle— 
the name where the amulet has halted. Tt 
fs, ofcourse, the thought-of name 
METHOD 
Again we are dealing with an old classic. 
of mentalism-—the Dead Name istnd 
combining it with another old item, a 
scientific novel. 

In making his istof names, the specta 
tor writes his thought-oF name frst, on any 
of the six lincs; your task, therefore, is to 
differentiate that writing from the later 

‘There are several approaches te this: 

The pencil, of soft lead, can ba sharpened toa very fine point; one name— 
‘the Sect weiton. wil bogin wid a chin ло, tho othore will not, 

‘The point of tê pencil canı be coated wit mascara [f black) or lipstick (iF 
Ted); this preparation, suggested by an idea ol Eddie Joseph's, will result in a 
slight smear across the beginning ofthe fist name if finger or thumb is swept 
down the lr 

Ned Rutledge marketed an interesting and practical approach to the problem 
under the tile Voice Print. 

"The amulet is made of clay formed around a small sealed glass or plastic 
vial. The alr in the vial provides buoyancy, anå the clay provides hallast, 

‘You will have to experiment with the proper amount of clay. The best way 
{0 Go this is to put too much on, so that the amulet sinks; allow the clay to 
harden. (Note: you must use selPhardening clay; baking will cause the val to 
egode.) 

Once the clay sets, you must sand away bits of it until the armulet is just 
barely buoyant 

"The water in the botle ie not, in fac, sea water—just tap water with abitof 
green foad-coloring added, ealt water is too buoyant for our purposes. 

fall this s properly propared, you will find that once the amulet isin the 
bottle and the cap or cerk is in place (this must be an airtight seal), you can 
control the amulet's position by gently squeezing the bottle—yes, you can 
squeeze a glass bottle, 

You donot want to squeeze it hard since (a) the strain will be visible to the 
spectators and (b) you might actually crush the bottle in your hand—and 





окумитк 
entertaining as that may be to your audience, between the blood, water and 
food-coloring it's apt to get a bit messy. 

No; it is better to keep experimenting until a slight bil of pressure controls 
the amulets vertical position ir the bottle. 

(Note: rather than using a cork, you should use a snap-on or screw-on, 
cap for the hottle—sinee in pushing in a cork you would alter the air pres- 
sure ia the bottle.) 

One logical touch about this presentation is that holding the card behind 
the bottle gives you a perfectly good reason for holding the boite 

‘The working of the routine should now be clear; on receiving the card bask: 
from the spectator you note which is the thought- of name—by means af ona 
ofthe cueing methods discussed earliar—and then control tha amulet to stop 
‘a the name as indicated in the description of the effect 

Do not rash the final part af the effect —this is, after all, a demonstration af 
magickal power or (at the very Teast) paychokinesie, and plays much more 
realistically and dramatically if yon take 2 little ime with ir in presentation 


CREDITS 
As indicated in text 
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RLEXICON 


EFFECT 


AME sali packet ofcards rests on the table. You ask a spectator seated 


across from you to name any famous person who is no longer 
living. When this has been donc you explain that you will 
attempt an experiment in psychography—spiritwriting. 

Picking up the packet of cards, you spread them toshow four 
backs. Squaring the packet, you turn them face up and thus 
reveal the face card of tha packet: it bears a Tares Tetter D in 
Sho center and smaller D's in the index camera (Is, in fact 
a standard alphabet or Lexicon” card.) 

You take this face card in the other hand; an E now shows 
on the face of the packet. This is taken into the other hand 
on top of the D already there and jogged forward slightly, so 
that from the spectator's point of view she can read the index 
Dand E. 

The next cad is an A. followed by a final D; these two cards 
are taken one by one into the other hand and also jogged for- 
warê, so that at he finish the spectator reads frora top to bottom 
the word D-E-A-D, 

The packet is equared and turned face down; you place itin 
the spectators hand and pata pon er pencil en top ofthe cards. 

Alter a suitable pause you ask the spectator to remove the 
pen and turn the top card over She does so and finds the speci- 
fied name scrawled across the face of the card. 

METHOD 
Needed for this are four alphabet or Lexicon cards—twe Ds, 
anand an A—and two matching pens or pencils that will write 
on the card surface. One of these pens, along with one of the D 
cards, is in your lap. 

The ether pen is n view on the table; neazby is the packet 
sof three cand, [sce down, in the oaler E-D-A rom top bottom. 





Gira 

‘When the name is mentioned you write it across he face of the card in your 
Jap as you talk cbout psychogvaphy; you then palm this card and add it tothe 
top of the packet as you pick it up from che table. 

You count the cards from hand to hand without disturbing thelr order 
except that the last card (the A) is placed on op of the facedown packet 

The packet is now tarned face up; the order of the cards from the face is: 
plain D, E, D with signature, and A. 

‘You now excoute an Elmsiey count (alse known as the ghost count or four 
‘asfour count) with a slight but important difference: 

With the packet held face up in the left hand, you take the D in your right, 
exhibiting che fll face of this card 

Your right hand returns to the leit hand packet, the D in your right hand 
‘now being left on the boitom of the packet as the two top cars ate taken; 
immediately this has been done the upper cară (the E) is pushed forward slightly 
‘by the right thumb, 





fis has been done correctly, the index ofthe lower card the signed D— 
is now visible, and from the point of view of the spectator it has never been 
ut of sight. 

‘The A and D are taken singly into the right hand as per the usual count; 
the packets turned face down and the routine concluded as indicated in Eft. 
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The use of ihe letter cards and this handling gives a very strong ilusion to 
the count; try this in front of a mirror and yow'll see what 1 mean. 


CREDITS 


The Elmsley count is te invention of Alex Elmsley, of course, as isthe idea 
of something appearing on letter cards" 
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"See le What Cari, verior of Dr Jaks Four Blacks which was In turn a variation 
on De, Daloy's Utva State Message fram The Jin, 1935-1946 Winter Special; pag 38. 
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MPH atewicon, chis was Inspired by Flmstoy's What Card? effect; 

Ж ва more direct adaptation of that method, 
EFFECT 

The name of some deceased celebrity having been chosen by 
some means or ether, you show a packet of four cards which 
have letters printed on both sidos. As you show each of the eight 
surfaces in turn, the letters spell out tho phrase D-E-A-D- 
NAME. Except for the letters the cards are blank. 

One ofthe four cards is chosen; when, presently, itis turned 
over it proves to have the chosen name signed across the other 
side. 

METHOD 
“The four two-faced cards are as follows: D backed by B, A/N, 
A/D and MU/E. They aren that order from rop t0 bottom of the 
packet, sa that if yon spread them you wil soo D-A-A-M; the 
lowormost of the tsro A's has the name to be forced signed 
across it 

‘The upper face of the top cardis shown tobe 2D iciscurmod. 
over and the Bis shown; the cand is then deal tothe table. The 
upper A surface of the next card is shown; a double lift and 
turnover is now executed to show a D, This cand, with the A 
bearing the signature on its underside, is now dealt ta the table 
beside the first card. 

(Note: in doing this turnover you ‘cheat the packet slightly 
so the spectator gets only the slightest glimpse of the card 
beneath а боза Yon do this by bringing the double aver to 
‘he right so tat ls left edge is nextto the ight edge of the single 
card beneath, and then flip the double over This is necessary 
because they will see an M, anû a moment later when the single 
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tardis dealtoffit willbe an N. since the left sides ofboth letters are identical, 
2 partial view ofthe left side of the lower card—which i all the spectator will 
see ifthe cards are held at the proper angle as you turn the double—will be 
permissible) 

The remaining two cards are shown în Tike manner to spell out the word 
N-A-M-E, The card beating the signature is now forced by a standard 
equivoque, and the effect brought to its conclusion. 

NOTES 

As with Alcon, it is passible to do a version oF this where a name is Keely 
chosen, the card written on in the lap and then loaded into the packet; there 
are a few technical difficulties but they are not insurmountable, The reason 1 
do not bother to describe such a handling is that 1 think the major strength of 
this routine lies in the message being an actual sipature—rather than, as in 
lexicon, simply a'spiri-writing’ of the name—and unless you have inher- 
ited the skills of Dr: Jaks, and have memorized a large number of signatures, 
it isn't really practical to approach this effect on a free-choice basis 

‘The actual force does ot matter as long as itis short and sweet—a deck of 
movie-staz cards could be used, or a typed list applied io the Clip Line principle 
(se Cline, rae 25: forother possiblitias sce Annemanr's 202 Moos 
(Or ForcinG. This aspect ofthe routine showld not present any problems io 
the astute performer 

An alternative approach would be to have a number of cards in an index, 
with variona signarores buta good forco is still the most practical procedure, 


CREDITS 





See supra, 


ZODIAXIS 


n tho recent past a number of items based on the Annemann 
Woird Wire principle! have appeared on the magical market— 
some with outlandish prices, some swith outlandish methodol 
‘gy, some with both, Variation on variation has appeared (with 
2 Mammonicsubtext of price undercutting), and most of these 
routines have suffered from what's called in the writing trade 

панна Фала симон Пар — building 
a ploton untiely and/or uabelievabic coincidences in mental 
em it means expecting tat the spectators, either singly or as 
a committee, will do exactly as you tell them, Sometimes they 
do, moreoRen they don'tand ta attempt routines where this 
has to happen four, five and six times requires an optimism 
which itself borders on the supernatural. 

No; such things usually are just not practical, In the 
original Annemann effect only one phase depended on 
phrasing or suchlike, the rest having to do with actions in 
Which the spectator was specifically instructed by the 
mentalist. In what follows we have kept very much to the 
‘original Annemann pattern 

EFFECT 


Pethapsafter doing some astrologically-ihemed effectinswhich | 265 
_aspeceators birthsign or birthdate is revealed, you mention that 
Sot ere aequaintod with an astrologer who can almost always 
ella person's astrological sign. Strangely enough, you continue, 
she can often do this over the phone. 
One of the spectators whose sign is known, having been 
given the astrologer's name and number before revealing his 
or her sign, calls up this Mistress of the Zodiac—and is given 


"he fins, No. 08, ge $88. 
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brief character reading in the courve of which she corzecily identifies the 
subjectisbirthsign 

METHOD. 
By whether the spectator is told to ask when was born or alternatively, uhars 
тш sien, the first or last six signs are indicated; by farther responses as to 
whether the sign was written on a paper, where the paper is, whether it has 
‘been burnt, etc, the specific sign is coded. In chart form it looks like this: 


WHEN WAS I BORN? 123456 
WHAT'S MY SIGN? 789100112 
WRITTEN ON PAPER: 123 789 

NOT ON PAPER: 458 0n 
PAPER AT PHONE: 1 y 

—NOT AT PHONE: 

—VRITTEN/BURNT з 
BLANK PAPER АТ PHONE: 4 10 
BLANK PAPER NOT READY: 
TRY WITHOUT PAPER: 

"This chan an me numbers (which oF course stand lor the signs: Tis Aries, 
Zis Tauras, ste) may seem a bit confusing at first, but the procedure is really 
quite simple. When called, the astrologer immediately narrows the field from 
twelve to six by the way the question is pat to her—binthsign ot when born. 

‘She then aways asks the person to write the sign down on a piece of paper, 

1fthe spectator indicates that this has already been done, he's requested to 
Jook at the paper, and is immediately asked if that has been done. 

Fresuming both these requests get immediate positive response, the astrol- 
‘ger Knows that the sign had previously been written on a plece of paper which 
is right there with the caller at the phone. 

Coupling this with tie way the original question was put (for example: When 
‘wes born?) the astrologer knows that the sign in question is ARIES. 

Let us take another example: 

(Our subject is a SAGITTARIUS, the ninth sign of the zodiac. We tell ths 
Subject to draw the sign (or write its name) on a piece of paper to stare atit 
fora few moments and io concentrate—and then to bum the paper. 

The subject calls the astrologer and asks (as we have indicated he should) 
What sign he was born under. The astrologer asks the subject to write down 
Фе sign and is told that this has been done. 

“Fina” respands the astrologer, “loak at itand concentrate on it” The subject 
responds that the paper has been burnt, “Thars all right,” soothes the astrol- 
oger, "hust makea mental image af it * 
























Grauwyk 

Knowing from the sign question that the birthaign is in the last half of the 
žodine, and that a paper written and then burnt indicates either the third or 
ninth signs, che astrologer knows the signin question must bo SAGITTARIUS. 

The varying procedures should now, I think, ba clear In fne case of VIRGO. 
and PISCES, the sixth and twelfth signs, you mako sure that no paper is 
anywhere handy. When the subject asks for some, you pantomime—with 3 
shrug and shake ofthe head—that there isn'tany paper and that the astrologer 
should try without it- 

Оп no account must you make a verbal response, as some people will 
assume you could code the information in that way. 

One more example: 

‘The sign is TAURUS. You ask the spectator to draw the sim, to concentrate 
anit and then you take the slip from him and pocket it. You instruct the subject 
to call the astrologer and ask when born. 

‘When the astrologer asks the person to write down thé sign, she is told that 
ibis has been done but when she asks the spectator to Took at it, here is a 
‘pause while the subjere gets the slip from you, The combination ofwhen born— 
drawn on paper~not at phone brings the astrologer directly to No, 2- thesiga. 
of TAURUS. 

NOTES 
Instead of the when bornsuhat sign questions, you may wish to instruct the 
spectator to ask either: 

‘What's my zodiac sign? 

What's my astrological sign? 

T have tried chis a few times, and its worked, but 1 do not have as much 
faith in iras im my original set cf questioas you] have to try them out and 
see Which works best for you. 

‘This first question is, n fact, thc only place where the coding can go 
astray—and even sehen this happens, the astrologer knows it ean only be 
tone of tro possibilities 

‘She can handle such a situation this way: 

Beginning with a brief reading, she can segue into a line ike ^. ийи tend 
generally to get along well with te people around yon Virgo..." Acihis point she 
Pauses briefly; if thi ithe spectators sign they wil usually respond at this 
point ifthey don’, she continues, hats the sign you hame some trouble with — 
uou do kane conficta with mamy of those born under that sign. You get along very 
well with Soorpios, on the other hand—those are some ofthe characteristics of your 
sign, which I sense is PISGES* 

While the above is not completely valid astrology, it will sound reasonable 
to the siject on the phone. 
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патот 
Jt should be noted that, by determining whether a man or woman makes 
the call, you can extend the possibilities to be covered to twenty-four—and 
his means that you can cade any ona of tha twenty-two cards in the Greater 
Arcana of the Trot pack. Ifyou use this, an approach to controlling whether 
the man or Woman goes ta the phone is to say, Al right, which of you wants 
to do the tes 

and you simply interpret do the test as meaning (a) to make the phone 
call or o) choose the cand. 








CREDITS 


‘The Weird Wire principle i as noted, Aunemann's; the telephone trick itself 
was invented by the author oFOREATER Macic- John Northern Hilliard”, 


Vice The sphüns, Vol. 3, No. 12: Fe. 1909; page 150. 


M&ILEFRCTOR 


ME What follows isan extremely peculiar publicity effect; as you will 


see, itis capable ofa mumber of variations, 
EFFECT 

‘You have, letus suppose, just had lunch with a columnist ar 

reparter As a capper to the inlervicw he or she has conducted, 

You'd like todo something that will mind the newaperson f 

days to came nf ponr айн. 

From your pocket secretary you extact a picture postcard: 
the address side is of the usual kind—half the space fora 
message, the other half for the address 

The other side isa photograph of you, standing (let us say) 
in your library. 

Resting the postcard against thie pocket secretary to provide 
‘writing surface, you have the newspereon selfaddzess the carl 
tons or her workplaca, 

(should be noted hors that you do this ouside the restau- 
sant and away from the tables~ard near a mailbox) 

Once the person has addressed the card, you show (he picture 
side once more and then very openly put tinto Une mailbox. 
The address, written by the person, is clearly visible as you do 
this and there is no question that the card actually goes in. 

‘but when the newsperson receives the card, you are gone 
from the picturo—only an empty library room, with perhapsa 
vague outline of you. 

METHOD 
Sirong as this effect is, tie method is nothing very arcane ot 
complex. The postcard with your picture on it you address to 
_yoursclf—this should ke done with light pencil oc ink per, not 
A ballpoint, because you don't want the impression showing 
through to the picture side. 
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This postcard is waxed on its address side to the face ofa second postcard; 
this face bears a picture of the empty brary room. 

(Note: ou spread the wax smoothly over the entire surface of the side of 
the card which bears your address; Uie best way to do this is with a waxes” 
‘used in layout work by commercial artists, The card the newsperson gels tay 
feel a bit tacky on the photo side, but that will he assumed to be an effect of 
the printing, Do not use bobs of wax which might stick to the card the news- 
person receives and thus give the game away. 

(There are now also available devices which use the adhesive employed 
оп Розы" поез; the one 1 use i called DryLine™, You may wish to exper 
ment with this as an alternative to wax.) 

In working—you show fhe face side ofthe double card, tm itoverand have 
the person addross it, As you are providing the backing surface with your own 
pocket secretary or notebook, it is perfectly logical to hald the card against it 
‘while the person does the writing. 

‘You very openly drop this card into the mafIpox but as your hand goes 
out of the person's direct view, your finger or thumb separates the cards and 
Jets them fall individually. Giving them a slight bend is usually all thats 
necessary to Nick them apart 

‘That's it ‘The newsperson recaives the eard showing the emotv room. and 
ne other card returns to you, 

NOTES 


‘There are any number of things that can be done with the basic idea. 

‘You can, fer example, have a plezure of yourself holding a blank antique 
slete. After the card has beon addressed and dropped in the mailbox you have 
the person make any kind of a selection—this is, ofcourse, a force—and when 
they receive the postcard the selection has been written on the slate. 

A variation ofthis would be a shot of you holding a erystal ball; the card on 
receipt shows a ‘vision’ within the crystal 

For some of these versions you might explore the possibility of a packet 
index, containing double-card sets which cover a number of possibilities. 

‘You might use the ‘message-hal? of the card to openly write a note for the 
person saying where you'll be appearing, where he can teach you, ctc This 
Will do two things: first, it will provido them with the information, second, it 
Wil establish the idea of writing on the card with the secretary or notebook 
as backing as being a normal procedura. 

Another approach dispenses with the photograph altogether In this version 
you draw a circle on the face of the (blank) postcard afler the person has 
addressed it The person writesanything in the cirele—a word, far example 
and, without Jooking at it, you drop It in the maior. 

When they receive it, the writing inthe circle has been crossed ot vi a 
heavy black marking pen—and a phone number las been written in below. 
‘When they call the nomor—you tell them the word 





Grynwyr 

Ofcourse you have prepared their cardby drawing a circle, writing anything 
Inside, and completely obliterating t with резу вс са ана then writing 
în your phone number below. 

The only danger of this is that—givan the, ah, erratic service provided by 
tho Post Office, the person mas get their card and call you before pou have 
received the other one and learned what the word is, 

If this happens you can simply make the cryptic statement, Watt for the 
Niat postear * When your card arrives, note the word and pul kt on another 
postear, in a suitable message, and send it along to them. Since they dot 
know just;what you intended todo, thisis a perfectly acceptable Hite myste ry, 

‘This effect can also be accomplished—but to my mind, not as cleanly — 
by an application of (he Out-To-Lunch principle; неге the nowsperson 
would sign the address half of one side of the postcard. You would draw 
attontion to the specific graphic on the other half of that side, and then 
temave the card, turning it over so you both could sign it. The card would 
then be dropped in the mailbox. 

Yet another approach to this effect would be te use Phil Goldstein's 
method for his marketed Symbol Simon (later published in Sam all's 
Mantra"); a revised version of this excellent effect is now available as 
Pocket Packet. Pnssaesars af either effeat will nce how Шис жыгыш ий 
be adapted to Mailefactor, 





CREDITS 
‘Tony Shiels described his The Man Who Was Not There in Magick", this 
luses tha idea of ‘posial disappearance’, but with a completely different 
method. The Reverend G-A. Arrowsmith may have been the First to use 
this general theme, with his Vanishing By Remote Control în ARROWSMITIS 
ASOKTED MYSTERIES 





"vol 2, No 13; April 1878 page 49 
"No 8 (Oot. 15, 1573 page 427. 
Page 16. 
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AMORTE 


at follows might be called a folbNetson —since i isa combi 


nation ofa gimmick first described by Bob Nelson in his GHOST 
Book Or DAsk Sscnsrs"! with a concept marketed around 1948 
Dy his brother Loel Nelson as Spirit Kisses? 
EFFECT 

Inthe darkness of he séance zoom or invocarion chamber — 
ie sers arc told mat one of tne entities rahe summoned has 
anamorans streak -and that should itezpress its affections with 
a iss, thay must try not to become too disturbed, 

Sure enough, In a few moments a gasp—or, often, a 
scream Indicates the presence of the fond phantasm, What 
‘he sitter feels is difficult to describe, ont the sensation is 
Perhaps that of the lightast brush of ips, combined with a 
dread clammy feeling. 

METHOD 
In fact the sitter has just been struck by a bubble filed with 
dice vapor: Hare's how we go about it 

From the end ofa thin-walled cardboard box (approximately 
six by six by twelve inches in size) a two-inch hole is cut; it is 
positioned in the center af one of the short walls oF the box- 
Inside the box—nat too long before the demonstration you 
place a lamp of dry ice, which should be rested on a sheet of 
foil or plastic. 

‘Also handy (it canbe inthe box until needs! isa jar oF bubble 
mixture and plastic ring used for making the bubbles, This zing 


pem 
Later this wasbriefy described sn Hebert Nelson's More Mitactus Or 
Mus, page 3 


Giang 
should be the largest you can find and should nor be smaller than two 
Inches across, 

‘The box and its contents are stashed in the séance room In an easily acces- 
sible location. 

1а operation—in the darkness of the séance room the bubble formula is 
taken frora the shoebox and the lid replaced; this should be done gertiy so as 
motto sr up the vapor. 





The plastic ring is dipped in the 
"bubble formula and held in front of the 
‘hole atone end of the box. You use your 
other hand to push in an inch or so on 
the opposite end of the box (wick a quick 
inout motion)—the flexibility of the 
‘cardboard permits this 

What haypens—a good part of the 
time—is that the ball of ice-cold vapor 
thus ejected through tho hole passes 
through the plastic ring nd encloses i 
self in a bubble 

When ho bubble bursts on (he ace f whansver yon vo selected and thus 
at whom you have aimed the box, it creates a physical sensation that must be 
experienced to be believed. 








NOTE 

DO NOT DO THIS TO A PERSON WITH POOR NERVES OR HEART CONDI- 
TION. Lam not kidding lere hio is really quite frightening, for it operates 
an subtle psychophysiciogical levels; n sfíeci the senses tell the person he 
has broken out ina cold sweat and dherefore must in facebe terrified and so 
‘hes. (This phenomenon is known in psychological circles as the James Lange 
theory of emotion ) 

1 suggest that you have someone do this to you—so that you can soe just 
how strong the effect is, even when you are expecting it. 

You will have to experiment with various bubble solurians, and practice the 
aiming of he hos, for bes results. 

CREDITS 

As indicated in text 
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EFFECT 
MER ou shove a copy of Arthur Edward Waite’s PICTORIAL KEY TOTH! 
"Taror which has a three-inch band of parchment paper run 
ning around tat the center. You also exhibit à Tarot packanc. 
two daggers. 





Опе of the daggers is thrust by a spectator into the book 
through the parchment strip. Leaving the dagger in positior 
between two unknown pages, the remains of the parckmen! 
strip are torn away and discarded, 

‘Another spectator thrusts the remaining dagger into the edge 
of the pack which you hold, You break the pack at this poini 
and shos the card 'cut to—let us say it is the Wheel of Fortune 

When the boak is opened at the point where the other dag 
ger lies, the two pages thus revealed bear a picture and the 
description of the Wheel of Fortune 
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METHOD 
What this boils down to is simply a matter of two forces. 

The first is the classic, and wellknown, knife foree; the card tobe forced is 
about a third af the way down in the deck, and for our purposes has a short 
согпе so you can obtain a break underneath it when you pick up the cards. 

You have only to make sure thatthe blade goes in somewhere below your 
‘break; this done, you tilt che deck down and forward, so that the top af the 
deck more or less faces the spectators, and slide all the cards above the 
break a couple of inches forward. Grasping this packet at che forward end 
along with the knife blade, you press the blade against the face ofthe packet 
эв you pull it free. You then display the face card of the packet with the 
айе blade against it. 





"rhe page force—with the knife ~is done by having two celluloid slides; these 
have ips which catch around the front and back covers ofthe book, and are 
only a hall inch or so narrower than the 
‘parchment band beneath which they Te 
‘The too alides—which need not be more 
than three inches Tong—are tucked into the 
book to meet at che page desired 
When the knife is thrust through the 
parchment band and into the pages, the 
Two stripa of celluloid guide it between 
the desired pages it can go nowhere else: 



























[5 
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The knife is thon moved 
around ta the tap of the book 
and the parchment is pulled 
away and discarded, along with 
the guidesteips hidden within 
‘he waste paper. 

“That's it, but for the presen- 
tation. 

NOTES 
Tt ás preferable that the knife 
blades be as flat as possible; it 
is also helpful if the knife to be 
used in the book force has a 
somewhat dulled point. 

Regarding the book force 
the farther out the front and 
back covers of the book extend 
from the level ofthe pages the moze easily will the forcs be executed. The 
extra distanca gives the two slides more of a slant in taward the center and 
тав me Knife wil ride in more smoothly. 

CREDITS 
Tho knife force with a deck ol carda appears uncredited, in Exorcuoempa 
Or Cann Trics”. 

‘The knife force of the book page isthe invention of Peter Warlock, who. 
described itin the very first numberof the original Pentagram? An extensive 
technical description ofthis force willbe found in Boarde's MAINLY MENTAL: 
You. Two under the title Bx-Spearsiences 





Эре зг. 
oct. 1845; page 2 
Page, 


TAROTATE 


Thi is intended as an alternate ltem to the preceding routine 
EFFECT 
As before, a knife is thrust into a tome on the Tarot through 
û parchment band, the hand being then discarded. The knife 
hasbeen swung around to project from the top canter of the 
book, and now you bind the book tightly around lts center 
ath n rel ar 
‘Iro spectators are asked to hold the dagger by cach letting a 
fingertip support from below one ofthe to projecting sides of 
tho guard. 








Yon pick up the Tarot pack and begin slowly to deal through 
3t Atsome point the knife andbook suspended from the fingers 
F the two spectators begins to tarn. 
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At this point you stop your deal and varn face up the card at which you have 
stopped: itis The Flanged Man, 

‘When the book is opened to the spot indicated by the knife, iis, of course, 
to the description of The Flanged Man 

METHOD 
"The knife force of the book page is as deserved in the preceding effec. 
‘The card force can be handled in a number of ways 
‘sby second dealing (not easy with a Tarot park 
‘sby bringing the force card from ts resting placa on the bottom to ihe 
‘op ofthe pack, puting ihe stopped-at card on top of it and doing a 
double lit 
‘the same, except using top change in place of the double lit 
‘using a Svengali or Tarbell Forcing Deck 
‘exchanging the card using Rick Johnson's table switch (see page 
765) 
there are any number of methods for accomplishing this part of the 
effect. 

‘The business withthe qo spectators balancing the dagger guard on thelr 
ogesdps with is ovi suspende beneath used om m ancient divination 
(eatinigue which used a key and a Biblo, With the position given, an evenmal 
imbalance in muscular tension will cause the knife (and book to tumn about 
ninety degrees. 

NOTE 
T you spray tha blada ofthe knife with roughing Naid or Krylon" or a similar 
type af matte finish spray, i will ve much les likely to slide out when the 
book is suspended from it. 
CREDITS 
See supra 


QUINTASENSE 


EFFECT 

уо tk of a Tarot counselor whom you know well, a person of 
rather spooky abilities in her line. ‘Asa matter of foci" you say, 
“the lest ime I visited her she wrote down a card reading —not for 
me, but for someone F'ueuld wet and the person she described 
ass. you! You indicate a particular young lady, and have hex 
take a seal opposite you 

When she has done this, you remove from your pocket an 
envelope and hand it te her, telling her to put it away for the 

You remove from its case apadkot of Tarot card; this consists 
of twenty-five eatds—the twenty.twa cards of the Greater 
‘Arcana and three additional ones—King of Wands, Queen of Cups 
and Ace of Swords. 

Giving the cards a casual mix, you have your sitter’ give thom 
three straight cuts; you give the cards one additional ext, and 
then deal them our in five rows of five cards each. The cards 
arc deal face down 

From yonr pocket you take five brass disks with curious and 
indecipherable inscriptions on them, explaining that the sitter 
will use them to determine the five cards from which the 
reading will be made—the rest ofthe cards being eliminated, 

‘The sitter places a disk on any one of the cards; the other 
cards in the vertical and horizontal rowsare removed. She does 
this three more times; ater you have removed the cards in the 
rows ruled by her thitd choice, one card wil remain, This she 
‘covers with the AIh disk, and you then draw the cards intoa 
straight line and nemn them faca upward. 

‘She is asked to open tha Tarotreador's prophecy and read it, 
which she does. Tt gpes something hke this: 
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YOUR FIRST GARD IS TME MAN OP POWIR, WHO OLDS IN HIS HAND THE SYMBOL 
OF HIS AUTHORITY... HE STMROLIZES ONE SOON TO HAVE BENEFICIAL INFLUENCE 
ам тое ито, THE NEXT CARD IS THAT OF THE SION OF POWER IN THE HEAVENS, 
WHICH EXEKTS A AYORA RLE FORCE IN THE DAYS TO COME. YOUR THIRD CARD SYM- 
BOLIZES A JOURNEY YOU MUST TAKE AS TOUR GUARDIAN ANGEL WATGHES FROM 
ABOVE.. THE FOURTII CARD WARNS YOU OF DANGER, OF TRAGEDY THAT MAY BBPALL 
IF YOU ARE INGAUTIOUS ON FOOLISH... AND YOUR FINAL CARD IS THAT OF THE 
WOMAN OF POWER WHO SYMHOLIZES TITE PRMININE PRINCIPLE WHICH SHALL 
STRENGTHEN YOUR LIFE AND WORLD IN THE TIME TO COME. . THE CARDS REVEAL 
A REWARDING FUTURE FOR YOU. 

Tho reading, of course, accurately describes the five chosen cards. 

METHOD 

‘This is yot another application ofthe well-known matrix forc. 

"The carts are divided into five groupa of fve. 

Group One: King of Wands, Emperor, Hermit, Hieroghant, Magician. 

Group Two: The Sun, The Mean, The Str, The Wheel of Fortune, Ace of Swords. 

Group Three: The Lovers, Judgement, Temperance, The Chariot, The World 

Group Four; Death, The Hanged Man, The Devil The Fool, Tha Tower 

Group Five: Tho High Mrcatony, jatics, The Bmipress, Serengsh, Queen of ps 

‘The packet is arranged sequentially, from Group One, ontop, through Group 
Five, on the bottom; the order ofthe cards within each group is not impor- 
tant. The top card of the pack ie a short card, 

In performance, you give dhe cards any sort of simple false mixa Charlier 
shuife is Bac—and then have the siter cut them three Umos: these are indì- 
vidual straight cuts. You cat them once more, at he short card, and thon doa 
‘them out in a five-by-five square so that the cards of Group One become the 
firatverrieal row, the cards of Group Two the second, eic. This should be dons 
во the carûs will end up representing Groups Oné Two-Three-Four-Five from 
Jeftto right from the spectators view, not yours, as she will be looking at them. 
(Gee facing page.) 

IF the matrix (oroe is then executed as described in the effect, you will 
fend up with five cards in order which will anawer the descriptions given 
in the reading, 

“The reading can, ofcourse, be made more elaborate; Thave contented myself 
høre with giving the basie structure. 


CREDITS 


The adding of three cards to make a twenty-five-card Tarot stack isan idea 
of John Snider's, stephen Minch’s Fortunes Of A Wise Fol In his Book Or 





Mee Superius in Snider THE SECRETUM Takarus Or Anaan; thls stack also appeared 
Jn ACTA, VoL 67, No. Mart 1978 page 22. 


Guns 








“Tuoi get me thinking along these lines. The matrix force was, as noted 
on page 225, deacribed in Kratchik's MATHEMATICAL RECREATIONS; subsequent 
ork hasbeen done on thy Walter Gibson, Stewart James, Mel Stover, Pavel, 
апа Phil Goldstein among others, 





Page 41 
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CHRONOMADIC 


ME sis the mostetaborate ontine tobe found in this book, and as 


such L imagine very few people will do it, It requires a good 
‘eal of preparation and rehearsal, and you really can't do it 
moze than two or three times over a spani of years. 

stil for those of you who would like to create a psychic 
sion in the grand manner, I offer the following, 

EFFECT 

You have decided to throw a party, and you invite a number of 
guests from varying social circles; not more than fifteen or so, 
however, for this is an intimate gathering. 

One of your friends. ets call bim Bob—has brought along 
his cousin Andrea, a vivacious young lady who is ast visiting 
the area fora few days. 

As the evening progresses, Andrea becomes fascinated by 
ım old photograph mounted and framed on the wall, 1t shows 
A man in the dress of a century ago; he: stands beside a chair 
and holds a watch. On the seat of the chair is a single rose, 

Ather insistence, you explain that the portralt is of a man 
Tamed Daniel Dunglas Home, the greatest physical medium 
ofthe nineicenth century. You describe some ofthe ‘tests! he 
performed, and tell of (ve séances he held in the homes of the 
royal and ihe wealthy. 

“Andrea is intrigued by all this, and suggests thatit might be 
fan to hold a sêance and try to contact the spirit of Home, You 
demus and try to talk her out ofit—with some assistance fom 
Bab, who is not atal! happy with (i talk of ghosts and scances 
And seems a bit embarrassed by his cousin's enthusiasm. 

But sho persists—after all, you have done psychic research 
and know how to hold a séance, don't you?—and so you Bnally 
give in, 


Gavawer 

‘You say thal first oF al, to make sure that dhe spirit, if it appears, is legiti- 
mate, some tests have tobe set. To do this you tear a fev sheets of bond paper 
into quarters and distribute them, instructing your guests to write a question 
for the discarnat entity to answer: 

Each person folds and retains his or ber written question, and then you take 
everyone into the study or den where the séance will take place; the exact 
serı is determined by your living situation. The room is prepared with thè 
help of your guests—the table is cleared, the windows covered or curtained 
to seal off the Tight, and so forth. When all is ready you have everyone tace 
their seats around the table. Andrea is seated next to you; Bob, looking very 
annoyed but as though he is trying ta conceal i, is at the other end of the 
table and near the light sich 

You give a moodsetting litle tall about how the people are to act during 
the séance -they are not to speak, get up and move around, eto —and then 
‘ke mediumistc circle is formed by having cach person rest both hands on 
the table and touch fingers with those of the person on each side. 

At your instruction Bob leaves the circle for a moment to turn the lights 
өш, then reme, Bveryone settles in, gets coraforlahie, and the sêanı co begins. 

For several minutes nothing seems to happen, as you implore the spirit of 
Home to make ite presence knnwn During this time Bob comments that 
nothing is going to happen, but Andrea shushes him. 

"Then, after a further walt, lickers of faint light begini to appear; there are 
rustling sounds; raps on thc walls and on the floor. 

You address the spirit, asking it to respond by raps-three for yes, tio 
for no—and leacn in this way that indoed itis the spirit of Home... or claims 
tobe. 

Andrea becomes very excited, even more so when the spirito Home begins. 
tospeak in a whispery but cultured voice. He prooreds to answer the questions 
being thought of by those around the table, to greater or lesser degree. 

Finally his attention is tarned to Andrea. “Yow, dear ladj, dA nor think of a 
question as fhe others dA But hero is on bt your mind, is there not” the whis- 
pery voice inquires. 

"Yrs responds Andeco, suddenly a bit frightened. 

“For you i shati do more—much more—than give voice to your thoughts and your 
desires. 1 will give them reality.” 

The voice fades to silence, and for a long moment nothing happens. Then, 
abruptly, there is a frightened cry fre Andrea, 

Instantly Bob leaps from his chair and Aieks on the lights, In the unaccus 
tamea glare one thing is instantly evident. 

Andrea is gone; vanished. 

On the seat of her chair ìs the vague owline ofa rose...in ashes. 
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“The sitter next to Andrea says that she felt Andrea's touch up to an instant 
before the lights went on; you confirm this. 

Bob will have none ofit; to him it is clearly a pranik thatthe two of you have. 
cooked up to play on him. Furious, he grabs his coat and departs, 

‘You shake your head in puzzlement and tum to your other guosis, saying, 
"Ti begun to think it was joke the two of them cooked up to play on me.” 

Atsome point perhaps in the next few mimules, perhaps not foran hour— 
there is more excitement, Someone has taken another look at the picture. Now 
there is no rose om the chair, instead, a woman sits hore, and rather than 
ooking ata watch, Home is looking at her. Even in the period eostema and 
hairstyle, it is unmistakably Andrea. 

and now yot voice again your earlier thesis; it mast have haon set upby 
Bob and Andrea, you сау Њай the only possible explanation. 

Of course it is no explanation at all; you Know that, and so do your guests: 
but you seem desperate to come up with some reasonable way to debunk what 
‘has happened, 

Ard so the party comes to an end. and your guests eave with the thought 
in hele minds: just what id happen? 

METHOD 
Andrea and Bobare, ofcourse, ringers; there's a third person involved as well, 
Who plays the part of Home snd does a bit of the dirty work. 

As to how the questions are leamed—the coffee table and countertop on 
‘hich the people rest their papers as chey write are made of white high-impact 
styrene; the bond paper is in fact NCR paper and will leave trace on the 
plastic which canbe developed with graphite. Thisis, of course, Henry Fields 
excellent Fiolds Device principle) 

‘After the lights go out, Andrea breaks the circle for a brief moment, 
presumably to scoot her chair forward a bit; in fact she moves t back, and 
{you reach across and touch the finger ofthe sitter next lo het, This should 
only be a very light touch, since you don't want the spectator to notice the 
diference in skin texture or temperature. 

From her purse Andrea, now free ofthe table, removes a small bottle fed 
with ash, and a simple thin card stencil whic is cut o produce the outline of 
a flower Having left the 'astflower on the seat af her chair che uses abitof 
luminous cloth or card to create the spots of lieht; this can, if desired, be 
attached to any small telescopic ro (a walkie-talkie antenna tod, for example), 

She also makes the raps, using a small but heavy piece of pipe rather than 
her fst to create the sounds. 

When the vojos of Home begins to speak, Anărea leaves the room by means 
of light trap’ arrangement, (By this ie meant that one of the doors leading 
off the séance room connects with an adjacent room or corridor which has 


Grvuwvn 
algo been Tighe-proofed, and which has an- 
ther exit.) Anérea enters it, closes the 
door, and makes her way through the 
liter door and back to the living room. 

‘While the early part of the séance 
going on—before the advent of Homo— 
your secret assistant has entered the 
house. He switches (he photographs (these 
photographs can be made at a mumber of 
glaces which specialize in‘ald-time’ style 
portraits; the man in the pictures should 
bearat leasta passing resemblance to D.D. 
Home). He then uses the graphite to 
develop the questions on the caffee-table 
and countertop, and notes these down on 
арай. 

Wien Anéren arrives from the séancr: recon, this is his signal to begin the 
readings; his is dare with a microphone that runs through the high-fidelity 
system to a good quality speaker in the stance room, The speaker is concealed 
ор some tall piece of farnitars, which ghaold ha naar the Ineation where 
‘Andres ie seated. 

While he is doing this, Andrea uses Tighter fluid to remove the graphite 
Impressions from the table and countertop. (Please nate; she doc this in the 
interests of efficiency and not because of male chauvinism) 

[At the proper moment sho comes ro che microphone and gives her 
responsa ta Home's question and then, a fow moments later a little shriek, 
(The microphone should be located well away from the entrance to the. 
Stance room; you don't want your spectators to hear the shriek both from 
the speakers and from outside the room.) The microphone is then turned 
off and concealed, the sound system is tarned off, and your assistant and 
Andrea make their departure. 

пез Ш over but tra play-acting. 

NOTES 

The séance may include a few preliminary effects, with the ighis on, before. 

you go into she dark séance portion; tnis is up to you, but it shouldn't get too. 

complicated. 

Depending on how long this preliminary part of the séance lasts, your 
hidden assistant may have time enough to tape his answers onto a cassette; if 
you've a goed quality recorder it need not run through your hi-fi system at 
all Should his be done, the shriek can be prerecorded at a certain spot on the 
tape, its location being noted with the footage counter. Your assietat times 
his spiel to end just before that point is reached 
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‘Tho advantage of thio that your assistant and Andrea can be long gone 
the timo the séance actually concludes, It's a blt ricky to da, however, and 
dont really recommend it 

"The two photographs should be aged somewhat—perhaps with an uno 
‘misive scratch, crack or stain on one which is duplicated on the other Th 
also applies to the frame—it is better to have two frames than to go to tE 
trouble of taking one photo out and putting the other one in. Please bear i 
mind that the Improasion you want to create is that the photograph ht 
changed—not that the photographs have heen changed! 

I think iebest ifthe two people who play Bob and Andrea are bath from o1 
‘of town you certainly don't want anyone to encounter her, and it is Just: 
well ifthey don't have a chance to query im, either; hed have tobe made: 
stern sff indeed not to eventually blow the gaff. 

(This is, incidentally, why 1 indicate that you invite a number of peop 
who don't know each other—so that Rat's presence will not seem particular 
unusual) 

‘Many and various are the touches that canı be added tothe basic routine 
‘but those I will leave up to you. 


CREDITS 


As noted in the text, the principle which [s used in obtaining the questio: 
tomes from the cliphoard principle devised by Henry Folds 


angie, No. нй, ет. 14, 1919 рава Ы, 


CAULDRON 


eee Dis final subsection is a mixture of concepts, hints and sugges 
tions—stew strange to describe. 
KEYSTOME 

‘You have a lange grimoire orbook ofspetis—leatherboundand 
ftad with a hasp în which a padlock is secured. A protective 
spell keeps others from opening te book, you say, and proceed 
to prove it 

by doingeither Key-R-Rect, Keys Of Tudah, or any ofthe 
other versions ol o Keys And Lackroutine best known by the 
Earl Der Biggers tie Annemunn applied to this efect—Sever 
Keys To Baldpate. 

T you use the Key-tect effec, I suggest you give tho lock 
a dark coppor finish (there aze paint-on applications at most 
hardvaee stores; it will ook more appropriate tothe grimoire. 

CHROMANTIG 
“This is for private readings done with a magickal slant: 

You hand the sitter a boak or chart of talismans. There are 
thirty or 90, and beneath each of chem isa line of calligraphic 
ript indicating what problems and questions they assist in 
solving. The talismans are drawn in several colors 287 

Handingthe spoctator lve pens of different cclorsanda slip 
of parchment, you instruct him to copy exaly the talisman 
relevant to his problem; only if the talisman is made by the 
person involved will it have any power. 

You busy yourself with occult errands and tasks elsewhere 
ûs this îs done, and when you return the sitter hasas per your 
instmıctione_concealed the talisman. Nevertheless, you know 
the question with whlch he is eoaverned. 
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‘The pens are assigned values of one, two, fous, eight and sixtoon-—for, lt 
us say, red, blue, green, yellow and black respectively, You create the talismans 
with combinations of colors for the numbers three to thirty, however itis not 
secommended that you use numbers ong tuo, fu eight or aitern, since ingle. 
color talismans might make the principle too obvious, Given the values above, 
ıa talisman using the colors ced and green would have a value of foe 

Yon determine which pens have been used by starting with a mark on the 
‘ap of cach pen precisely lined up with a mark on the body of the pen; you 
Simply note, on your return, which of them have been misaligned. 

Alternatively, 2 pen-holder built along the lines ofthe Quantimental stand 
‘ould be uscd—and there are many other approaches; my parpose here is 
merely to provide the presentational angle, 

‘The basio methodology is the creation of Len Belcher for his marketed 
Duplicated Thought; versions also appoar in Hutehison's PSYCHOLOGICAL 
MYSTERNES™, Becker's WORLD OF SUFER MENTALISM, BOOK TWO% and 
Goldstein's тты? 

CANDLEABRA 
It occurred to me that it would be nioe to have a Quantimental type stand 
made up as a can delabrum; 1 mentioned this to Martin Lewis and he pointed 
fant that hie father Eris had done just thal, sun years bfore. 

Jndcod he had and this was not surprising, because | am beginning to 
Suspect that Erie has invented everything. Oddly, however, candles were not 
used in the candelsbrum, but rather small black plastio boxes. 

seems to mê that an effective magickal presentation along the lines of 
candle burning ritual could involve such a candlestick, gaffed to reveal the 
order in which colored candies had been removed from their sconces A metal 
disk in the baso ofthe candle, and a magnetic ball which wouid roll down the 
arm of the candelabrum (inside it, of course) would not seem an insoluble 
problem in. construction, 1 have, infact, from time to time seen candelabra 
on salo Which could well be altered in this way. 


SHELFISH 


"To the front oone hardbound 
book you glue the back and 
spine of another; the front 
cover and all pages have been 
very cleanly removed, This 
sits in your bookcase next to 
Page 32. 

age вө. 

page 10, 

"See Whose Mas Onin hi Tus Chem Minectts, ge 200 





Geymwrr 
Grimoire B, the masking spine 
concealing the grimoire from. 

You've just done an effect 
with Grimoire A, which is 
faked in some way; you put 
itin the bookcase just to the 
right ofthe hidden duplicate. 
Should someone wish to sae 
the book, you pull out Gri 
обе В, the dummy spine 
swinging aside to permit this 
to happen. As it clears the 
shelf, the pressure of the 
other books in the well- 
stocked shelf pushes A into the spot formerly occupied by the book you 
now hold (with a bit of help from You)—and the spine fips back to conceal 
A from view 

One paint of caution: the gutted book which serves as the mask should be 
solackingim interost— political biography, for example—that virwally no one 
‘willbe tempted to take x cut and look at 

(CREDIT NOTE: Recently [1960] discovered that J.F Orrin had somewhat 
anticipated me witha similar concept tthe above; his version, which used a 
‘shell ook anda special book rack and handling -appearod in Magic Wand?) 

BACKHAND 

Another idea for a switch, this time for just about anything that might be used 
ina ritual-magick routine, 

The action is that you cover up the object with a heavy velvet drape; 
later on, when uncovered, it has been switched though you have appar- 
ently never touched it. 


Shell Hides Grimoire B Grimoire A 








|» 
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‘The drawing tells the story. Tes the old daylightséance gag—the cloth 
bas a stiff wire along one edge, and a fake hand attached at one end; this 
an is concealed in the folds ar cloth at the start. When you slowly drape 
the object, both hands seem to hold the cloth; actually it is supported by 
‘one hand while the other does the dirty work of switching the object for 
fone concealed behind the table. 

‘When you complete the draping action, the edge ofthe cloth you're holding 
drops below the rear edge of the table, and thus the gaff hangs out of sight 
Later, when yom uncover the object, you do so fror the front, leting the cloth 
fold and bunch atthe rear of the table. 

PENTALLY 
‘This is more an observation thar a hint, and ls aimed at those interested in 
stacking Tarot packs, 

Attempts to adapt che Stebbins prinolple—adding three to get each suc- 
ceeding value—will not work correctly. 1 merely wish (о point out that this 
problem disappears you change the inerement from three to five, in which 
Case tcan be appliod to a twenty-two-card Greater Arcana stack or a fourteen- 
Card Lesser Arcana stack; in both cases an endless cycle through the values 
ла во болотной 

Forbventy-iwo cards: L6311621-4914182-7- 
For Fourteen cards: 1-6-11-2:7.123-813-4-9:14-5-10. 

Please note that with the latter stack the suits will not rotate correctly 
through the full deck of ffysix Lesser Arcana cards, but rather into (wo 
twenty-cight-card banks. Thus if your suit rotation is Wands-CupsSwords- 
Pentacles and you begin the stack with, say, the Ace of Wands, yon wilt have 
to remember two exceptions that the Ten of entactes is followed by the Ace 
of Pentaces, and Vkewise the Ten of Wand is followed by the Ace of Wands 

This in hardly a great demand on memory - but unless you are a sticklor 
for authenticity, it is just as easy to remove either the four Pages or four 
nights, and use the Siebbins add-thme system, 

DEMON KEY 

Alsome point in the midst of one of your more elaborate invocations, while 
he room is shrouded in darkness, a shape begins to appear. n the dim light 
the postulants note tlıat it is no more than a foot tall, 

buti is hideous, a demon out of the worst nightmares of Bok or Finlay— 
and the unspeakable thing is alive; its eyes roll crazily in the reptilian face, 
the dragon ike tail lashes, Hs claws and fangs glitter threateningly 

fortunately, as the dark descends again, you areable touse your powers 
to send this creature back to the Pit that gave it birth.. 

actually, what you've get here is a splócr nioukey i drag, 





7225045204341. 











 Giynrm 

To creato tho illusion you have two problems to solve: 

The first ls to find someone who can sculpt you a convincing demon" and 
then cast It in rubber pieces to create a prosthetic costume for the monkey 
(the rubber pieces being attached toa cloth structure)—the size of the costume 
‘boing dictated by the size of your monkey... 

the second problem, zs you may have guessed, is to persuade your. 
morikey to wearit Provided tbe costame is reasonably comfortable, asit must 
‘bo, this should not bo a major obstacle; the few small monkeys Ihave known 
personally were highly susceptible to bribery, and for sufficiently interesting 
anû tasty goodies would do anything short ofa major felony 

Obviously you won't do thiseffect unless you'e willing and able to properly 
оле for your pintsize primate, one not on any cndangered species list... and 
must warn you that some of these small monkeys have personalities that 
make the most troublesome human baby seem angelic by comparison 

stil, for those two or three of you whe may use this thought, here i is. 

(NOTE 1993: In the past decade views have changed on the use of animals 
in performance Work; its no longer as acceptable asic once was, and some 
members of the audience will be disturbed by anything they [rightly or 
wrongly] view as mistreatment of animals. 

(In this particular case, these concerns may not be directiy relevant; the 
demon is only seen for a very few seconds, and should nol be recognizable as 
any existing animal. Indeed, the audience should not really be sure of just 
what thay saw. 

(On the technical sides if you are working with an assistant the monkey 
nec not wear the outfit for longer than a few minutes at a time, Be that as it 
‘may, heed the enutiona given earlier, and only de this with a monkey who is 
happy to do it, and for whom you are willing to provide propor care. This s 
not something to take lightly.) 


agains like Fagor sometimes carry sdverinerens fm peuple wha do ths hind 
bed they are aleo ofon discussed ox Cónefev mepreine Messe nose to, dona iit 
"bise rio sni tois etat 
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CROSS-REFERENCE 
Burning Questions—page 20 
‘The Peychic Coercion of the Interrupted Schoolboy —page 41 
Hallaphone—page 441 
anceseripi page 483 
PaychoGrabiti-so7 
Flomilei— page 545. 
All effects in SPYRY—page 565 
‘DiBeaut—page 595. 
‘Traneeplant—page 625 
Chronogram— page 632 
Qu'htite—page 550 
Mutatle—page 683 
Pymin paga M 
Synwiteh—page 738 
AstraSveculum—page 780 
SpirThavp- page 730 
Hauntkerchif- page 792 
Fultbox- page 762. 


OCTASM 


[1982] 


1 useD To ask laypersons what they thought of magiclans, and when—not 
rarely—the responce was negative, 1 asked them what they thought were the 
chief faults. Almost always I would get the samo two answers 

“They talk too much." 

“They ail do the same ricis. 

Regarding the frst— well, t. foo much... relative judgment, of course; 
if someone ls boring you stiff with what they're doing, then two sentences may 
be toa mach 

and mentalism—which [was prudent enough not to ask about—is damn 
near ail talk... 

but when Hal Holbrook (as Mark Twain) talks tus fortwo or three hours 
ona stage, we arent bored; we're entranced, 

‘The difference is patty in the material, Bat mostly in the execution, for 
‘consider: given the will in most spectators to believe, it should he easier for 
us to convince our audiences that we really read minds han for Holbrook to 
convince them he's Mark Twain, But Holbrook succeeds; often as not, we don: 

‘As Phil Goldstein says, ‘Mentalism is easy о 40 Баи" You can take any 
layperson off the street and tench them the technique, the mechanical aspects 
ofa simple but satisfactory mental act, in a week er soso how aifficule ean 
it be? To be able to puzzle someone, with a trick or an ac, is no accomplish. 
‘ment at al 

‘entertain them, to create in them a sense of wonder to, literally, enchant 
them—that's a tougher proposition, and even the very best in show business 
don't suoceed in daing it every time. However, they y every fimewhich is 
part of the way you get to be the best. 

Regarding the second objection ("They all do the same iricks”}—there is no 
excuse for it; none. 

There is no reason why any two magicians or mentalists ever have to do 
the same effects. fin accordance with Suargzon’s law, we throw out ninety 
pperoentof the magic in print or for sale from the dealers as beingpure crap— 
and divide up the remaining ton percant among all the performers who ever. 
perform in frontof an sudience each one would stil hve more material than 
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could be used in a lifetime. It has been said (by, I believe, Joe Laurie, Jr) 
‘that there are more books on magic than on all other phases of show bust 
noss put together. 

"The lame ratonalizations ofcopyists— icy, thatsanoldtrich^. "Con, is 
in Erdnase..* wr clearly no moro than that, as evidenced hy the face that yor 
never see one of these clowns do something first. T's always aja vu. They 
tootle pleasantly along, nonetheless, getting applause for lines they did not 
writeor magicthey neither found nor created, and think they're accomplishing 
Something. 1 can't describe the copyist any beter than did Nevil Maskelyne 
în Oua Macie: 

“За, опе сапог! һар возете the Wissful ignorance and the sublime 
impudence which enable such a mar to pose as an artist. The possession. 
ofan intelect so obtuse, and a hide so pachydermatous, must confer ирот. 
the postestor а degree of selfsatisfaction unknown to men of real ability.” 

{could go on about this at considerable length -and probably will, at some 
point—but Ihave yammered at you enough for nov. 

In what follows T have tried to cover as wide a range as possible, seth 
particular emphasis on utibty iteme—aiethods or approaches which can be 
applied to all kinds of mentalistic presentations, Several of the items 1 think 
of highly enough that they were originally planned as separate releases and 
a couple of them are frankly gimeracky tems tell you when we get to 
‘hem!—that are, in spite of all, reasonably strong mentalism that canbe made 
into some-thing interesting... and, l hope, entertaining. 





TAPINAGE 


MERO Magic Sounds, No. 53^ editor Alex Redans presented achallenge. 
to his readers —an effect described by Joseph M. White entitled 
Tape Transmission. Readers were invited tw devise solutions 
which answered Mr. White's sevoral conditions, and what 
follows is my approach to the problem, 

FERRET 
You show a tape recorder and ten or so casssttes—and a pre- 
diction, which you give to someone tokold, Someone takes each 
tape in turn and plays several seconds oft; each cassette has 
adifferentsong, After each: tape has been played its rewound 
to the beginning. All he cassettes (which are unmatked) hav: 
ng been tested, are dropped in a bag and mized 
Any spectator chooses one of the cassettes and plavsit itis, 
for example, Phil Collins singing One Mors Night. On the pre- 
diction being opened, itis seen that you have written: “The 
‘cascete you wil select wil be Phil Cains ging One More Night * 
‘The conditions required by Mr. White are 

1. Each tape played has a different selection on it. 

2. The speceator rowinds the tape to the beginning. 

3, The spectators can see the recorder operating. 

44. The spectator handles the tapes at all times, 

5. The tapes are not switched. 

6. The spectator has free choice ofa cassette. 

2. The spectator operates the recorder. 

E. The prior written prediction is not switched. 


My solution meets ll the conditions proposed by Mr White. 


297 


[o 


298 


MiND, Myra & MAGICK 


METHOD 
Inthls solution the tape recorder is ungated; the cassettes, however, are pre- 
pared as follows: 

ach cassette begins with the transparent "leader! tape common to such 
cassctles-there then follows a short length of recording tape on which has 
been recorded a bit more than two bars of the predicted song—then another 
short length of the transparent leader tape—and then a recording of any one 
of the ten oro different songs. This willbe a time-consuming but nat overly 
dificult procedure; you'll need a splicing block and tape, leader, etc. YouTl 
also nezd some information on haw best to do the splicing; this is available in 
various booklets to be found in any wolLatecked audio shop. 

Tn performance, all the cassettes are sot with the second piece of lender tape 
Visible along the business edge! af rhe cassetto; ali the tapes thus appear to 
be sat at the beginning, 

The short length of recording tspc on which the force song lies cannot be 
aeon, as it occupies a very small space on the takeup reel. 

AS the spectator rawinds each tapr afier testing, Pan tape ie nt eniran 
wound back to the actuat beginning ofthe cassette and the difference in 
‘winding time from what it should be is no more than а second or two and 
Is unnoticeable 

Atthis point, ofcourse, any tape may be chosen and will play the force song- 

NOTES 
Mr: White's description presented this as a prediction feat. As Thave noted 
elsewhere, predictions are the most difficult type of mental effect to sell as 
legitimate, and so we might consider an alternative approach, 

ere you would cut off the little ifustration panels’ ofthe thin card insert 
which describes the original election of cassettes from which you prepara. 
‘your unmarked tapes, These panels are mounted an dovble-blank card stock 
to make them easier to handle. 

In performance, each card is with its appropriate cassette, and the cards 
are stacked to one side as the testing proceeds, You now have tho cassettes 
mized; while this is going on you force the card matching your force song on 
someone. This will be the target’, you say. 

Now, with your back turned to him, the spectator holds up each cassette in 
‘turn; suddenly, on the fourth or fif tape, you stop him, saying “That's it 
play that ona‘ OF course you are correct. 

Here the test is presented as clairvoyance — quite as impressive and gome- 
What easier to accept than prophecy, Also it does not suggest a foree the way 
predictions do. 


Остазм 

Your patter line might discuss the gentleman at one time in the news 
because of his ably to identify records by looking at the grooves you have, 
you say, taken things abit further 

Ttshoulé be noied tat the basic version of the effect can he presented. 
ina totally hands-off manner--as, indeed con the clirvayance version, with 
the right force. 1 would suggest the Spackman force used in his marketed 
item Voodoo. 

Important: Make sure the control buttons on the recorder are clearly 
labeled, but don't leave it at this; point them out to the assisting spectator 
Otherwise, the wrongbutten could be pushed, which might quite possibly ful 
up the effect 

Onc ofthe casseties, ofcourse is ungaffed, and ean havo the whole sang— 
or album, for hat snalier recorded an lt; chis one should have a mark you 
can spot, When itis chosen, you can lerit play on foras long ss you like, 

A final note: you will, of course, stick to the more popular songs-and it 
they're other than Number One on the charts, as they say, try to pick Tor your 
orez song one where fhe ttle ts part of the first ine of the song -so your audi- 
ence will know you are right and there's no need to play the tape further 

CREDITS 


As indicated in text. 
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ST Aer Smith was an eighteenth century economiat, and as such 


gentlemen make predictions involving numbers from time to 
time, he scemed an appropriate pundi (Too, his name conceals 
the identity af the pseudonymous author of the excellent 
PoWess OF Msp, also appropriate) The vil ofthe following 
elfecs, however, hias a more diroct source—but you will have 
to skip down to the Crate to find it 

EFFECT 
teu show a packet of two dozen of so double: blank playing 
cardsor index cards; on each side of each card is a different 
‘ovo-digit number. You hand the cards to a spectator for a 
thorough mixing. 

This done, he hands a bunch of them to another spectator, 
andboth count their cards and remember the number The first 
Spectator now hands his cards to the second spectator who gives 
all the cards a further shume an hands them back to you. 

You count through the cards singly for each spectator in 
turn, and each remembers the two-digit number on the card 
at the position indicated. This you point out, insures (a} a 
totally random selection anā (b) that they will not think of 
the same number 

The two spectators concentrate on their numbers yom do a 
bit of mental arithmetic and then note down your impression 
ona slats, 

‘They now call out the numbers they-ve been thinking of; 
these are totaled—and when your mentally discerned total it 
revealed, it matches exactly. 

METHOD 
‘The nuniber cards are mado up so that the two sides of any 
given card total the same asthe two sides of each of the other 
cards. 


OcTASM. 

Lets say, for example, ibat the total ls to be 125; you would make up your. 
cards as 75/50 60/85—413/82—etc. 

‘This aside from having a slate or markerboard handy for notingdown your 
impressions—is the complete preparation. 

ou procaed exactly as described In effec, to the point where the second 
spectator hands you back the mixed packet of cards 

Telling the first spectator to remember the two-digit number which 
appear: at his number, you tap the top card of the packet and say, Оле" 
{You chen deal this card dovm to the table, turning i over a5 yeu dà s0. You 
‘ap the second card as you count "Tro," deal it o the table om top of the 
first card and în the process turn Cover just as you did the Firs, You proceed 
through the packet this way. 

"The last card, however, you place underneath the packet, using it asa'sooop' 
to pick up the cards 

‘You naw follow exactly the same procedure with the second spectator 

Asa tial will show, this results inthe two spectators thinking of the qppo- 
site sides of the same card, You have no idea whieh card, but since all the cards 
total he same it doesn’t matter. 

‘You make n show of discerning the two numbers and adding them ap—ack 
date cas sah th ralio ard nat urs the fee total. They announce 
helt mmbersyouand the audience total tenn together—and you show that 
‘ance again telepathy, as embodied in your very own self, triumphs. 

NOTES 
As indicated, you do this as mindreađing, not prophecy; as telepathy i plays 
legitimately os à prediction, its number tic. 

Tfyouare doing this as astand-up effect rather than working ata able, you 
сал iake the cards one by one from hand to hand without changing their order, 
Counting aloud as you do so. The Jast card is placed bekind he others, and the 
pack is ther turned around for the other selection. 

hada thought of doing this with cards bearing two or three letters on each 
side, which meant nothing te the two spectators but which combined could 
make only one word which matched a picture drawn by the performer; it 
involved the use of synonyms- e.g, Ship, boat, yacht, їс. but I couldnt come 
up with anything hat didn’t seem a bt precious 

‘tscemed tome that the methodology might somchow ie applied о Stewart 
James! Half Are Haij effect! —but | will leave that thought, and Che preceding 
one, to morê persistent experimenters 

CREDITS 
їп MAGIC DUNGEON MENTILISN Howard Adams wrote up the basic principle, 
‘ising dice, in his Mad Add, what ve done is replace the dice force therein. 
танд алата a 


rage bS. 
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with the Smith-Myih handling ofa Sidney Lawrence principle‘, developed by 
Fred Smith and Hen Fetsch for use in a card coincidence effects 
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‘See n Yo Rocket in Ris Tan SEL оша Сап Машан. 
SPIE O' Fersen, paga 7. 


DOUBLET 


a his is sanding fora sealed envelope prediction which has some 
interesting features. While iti here applied to a simple card 
prediction it can be used ina variety of ways, in particular as 
an adjumer tothe classe Lady And Gentleman plot. 

EFFECT 
You remove from your pockota sealed envelope and putiten 
display laaclip van cascl cis soy hat you will attempt 
to influence a decision soon to be made. 

Removing a pack of cards ftom ils case, you spread them in 
afacoup ribbon across the table, A spectator is invited to touch 
any card. 

When a card is indicated, you act very pleased and say that 
things have gone so wel that you'd lke try a further test, 
‘Taking up the envelope, you write something on the face of it 
and put ie back on display. 

‘Xow you gather the cards, spread them face down and again 
the spectator is invited to touch one. The card in removed from 
the spread and shown. 

‘You turn around the envelope and your prediction ofthis cad 
in seen to be correct, On the envelope being opened and the 
оет prediction omoved, ietao is accurate ams 

METHOD 
The pack used is a rough.andamooth forcing pack—so the 
structure of the effect is that the fist choice is fee and the 
second isa force. 

‘What the envelope handling to be described accomplishes 
{sto nansposethe predictions, so thatthe obvious open and free 
first choice is the sealed prediction 
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This is done by fairly simple means, The envelope contains a sheet af. 
carbon bat before inserting the sheet of carbon paper you write the name of 
the force catdon the face ofthe envelope. (1 suggest you use red carbon paper— 
anda zedpenci sothe spectators vrl get used to seeing the red writing, which 
Jooks less like a copy than standard black carbon.) 

‘A blank card is put in the envelope beneath the carbon paper; the ‘busi 
ness’ side ofthe carbon faces away from the address side othe envelope, and 
the card is between the carbon and the Hap side. A duplicate pencil is also 
used, and this red pencil has been coated with clear nail polish o that it does 
not write; this s the one the spectators se. 

When you remove the envelope and put it on display, you are careful not 
to show the side bearing the writing. 

‘The pack is spread face up and the spectator touches acard, the identity of 
which you note. Saying you will attempt a farther prediction, you remove the 
non-wrîting red pencil and pick up the envelops, 

On the face of the envelope, directly over the previously wrltien predic- 
tion, you write the name of the card just noted; what happens, of course, is 
thata carbon impression is created on the card inside the envelope while the 
previously done writing unaltered because the pencil does not write—is taken 
tube thie predictus you are now making, 

"The deck is spread face down and a force card selected, and the effect 
concludes as described 

NOTES 
A ball point pen can ts used instead of the penc; depending on the kind of 
carbon you gel, his can sometimes make a better impression, You might use 
one ofthe twinbarrel Chromatic™ bal-pens (available at most staionexy shops) 
‘with one barrel having been written dry. 

Theenvelope anid prediction might he constructed from the A and B sheets 
‘ofthe white bond NCI papers, in which case you could let the spectator open. 
the prediction envelope. If you do this I suggest you glue the prediction paper 
to a piece of card—if you don't it will not have the rigidity required for you to- 
bbe able to write on it while holding it. You need this rigidity to get 2 good 
impression, Also, with the NGR, you will need a blue pen or pencil since that 
is the usual color of the impression. 

"There are, of course, many other approaches than that of the double 
prediction. If you know the spectator's name, you can write that on the 
‘envelope eatligr—and, in performance, make your carbon impression in the 
‘course of apparently noting down the name. 

{In doing this you will hava ta come up wits some logical presentation—it 
wouldn't make much sense to sign someone's name across an envelope and 
immediatly tear št open. Also, ofcourse, you wil have to pick someone whose 
name Is about Ше saime length as your prediction range, or there will be 4 





Ocrssu 
noticeable disparity in the writing (@., the spectators name is Jae Fox and. 
the prediction is Queen of Diamonds. 

‘The initials of spectators, however, used with twodigit numbers, present 
some interesting possibilities. 

‘CREDITS 

Jerry Sorenson's No Swami affect, which appeared in The Phoenix, was 
lan influence here, as was 2 book-test referencing method developed by 
Peter Warlock”. It is my understanding that Ned Rurledge’s DICE TELEKI- 
NESIS (which 1 have never seen) employs the principle of carbon envelopes 
and writing ene thing through the envelope while pretending to write 
another thing on it- 


ENa. 95; Oct 12, 1045; page 377. 

"One example of tis can be found in his Rook symdrome: The New Pentagram, Yi. 1 
No. 12, Peb 1907; pape S1. Tye beon unable at present to orate the earler Warlock artele 
hat origtaaliy inspired me. 
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SE Like what precedes it (and what foTlowsl, this fs not an effect ax 


such, bat rather a combining of techniques that allows for sorme 
very interesting kinds af prediction effects 

‘As an example, let's tako tho old change-in-tho-pocket pre. 
dicsion. Tn this versionthnee people are asked to stand and take 
‘a handful ofchange out oftheir pockets. You ask the names of 
tho throe participants, concentrate a moust and tien miake 
a prediction on a small clipboard which you hold. 

The three participants count their change; the one who 
has the most money announces his total and you ask him to 
come up to the stage. When he arrives you kand him the 
prediction; it reads: Max his name] wi have he most money, 
and i wil oral $129." 

Bafore suggesting cher possibilities lets get right down to 
the technique, For this youll need a clipboard measuring about 
eight inches by ten, with а wide clip atthe top; also required is 
a pad of spiralbourd three-by-five-inch index cards, Remove 
the spiral and the outer covers; all you need are the cards 
themselves, 

“Take three of thera and bend them atthe perforations—then 
‘carefully separate each card from the perforated strip (one at 
atime) for about half its length. 

‘You now Alin the predictions, leaving the space forthe name 
and the amount blank. This later space should be at the right- 
hand edge of each card, 

‘The three cards are overlapped so that the lower two each 
project out to expose the right-hand inch oftheir surface. The 
Cards are thon clipped tothe clipboard by their perforation sips 
The actus body of each card is not under the clip at all 


Остзм 
‘Your only other requirement is a nail-writer 

Which matches the Implement you used for 

writing the prec 

In performance: 

During the preliminary part of the affect, 
‘when the three names are given, you put one 
in the proper space on each card; the best way 
to do this isto start with the lowermost car, the 
two others resting on the backs of the fingers, 
anû letting them drop 4s required, (The audi- 
enos assumes you are writing one complete 
prediction rathor than fling in parts of three) 
“The clipboard isheld vertical facing you sothat 
this action is screened from the view of the 
audience 

You chen set the pencil aside and cbtain the nallwelter (which wil complex 
the effect) on your right thumb 

‘The winning’ amount is named and you fill tin on the proper card. Due 
to the previous preparation of the cards you can now exert abit of downward 
Pressure (away irom the clp) on the cardi; 1t tears tree ot ats holding strip and 
moves down Without any chance of the other cards coming along. 

(Note: It maybe thought rhat all this could be done in much simpler fashion 
‘by having three index eards fully exposed on the clipboard, held in place by 
paper elips—but atrial will prove this impractical, only because you will be 
‘seen to be writing aver too great an area.) 

Other possibilities for this technique: 

Three spectators cut for high eard—you've predicted which of | 
ther will win and with what card. 

e You've written a two-digit number ona slats, and three specta- 
ors sake guesses—you predict which of the spectators will 
come closest and by how muuch 

IF you happen to have three pregnant women in the audience 
you might even predict which one is due first and how many 
ays before tha baby is scheduled to arrivet 

(NOTE 1993: Ifyou want to be able to show the clipboard casually before- 
and, try this. Underneath the cards isa plain sheet of heavy bond paper. You. 
make a gimmick out of another sheet of bond paper by gluing a single Index 
cardneat the top, and cutout a section along the top border of the paper This 
cut-out fite around the edges of the clip, as shown ол page 408, Thus you've 
‘nado а flap which, hold against the clipboard, seems to show a sheet of ond 
paper and an index card clipped im position, You have only to wet the board 
own fara шоев от апу pretext, and then pick It up minus the fap) 
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CREDIT 
‘The original concept of multiple predic- 
tions ona clipboard belongs to Samm Dalal, 
and appeared in his Swami magazine” as 
4 way of avoiding having to nallserte a 
Playing card sur. 

‘What Thave done here ie to suggest new 
slants on presentation and methodology; 
also I've described the most trouble-free 
‘method | have come up with for handling 
the predictions, 
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Pol issue 30; June 1074; page 120; sae Magical Musings, 


INDIAIR 


——= aS with Opticrail this is a technique for a two-phase prediction, 
and like that Is Inspired by a concept of Sam Dalal's, here 
combined with an angle from J.G. Thompson's Jet Thought”. 

Here too we Will not ger very specific regarding what 
actual effects can he dome; as an example, however, let us 
Gey that yan are doing 4 version of Annemann's Triple 
Coercion", You have foreod the can, but you allow a free 
choice as to, say, an ESP symbol and а two-digit number, 
‘When those have been named you remove your prediction 
from the envelope you have been holding in fill view 
needless to say itis correct n all details 

Tor this you use five index cards; one is eft uncut, but the 
other four have strips removed so that each isan eighth of an 
Inch shorter than the one before, Predictions are written on 
each of the carda—all name the same (force) card, but cach 
specifies a different ESP symbol; a space is left at the bottom. 
of the card for the two-digit number. 

‘Tho five cards ace stacked so thatthe upper edges are even, 
the Tower edges projecting so that the space forthe number at 
the bottom of each carå is exposed, 309 

A window ia cat in the face of the envelope (which is ofthe 
end-opening pay-envelope kind and just the right size to taks 
the largest card); this window should be big enough to expose 
the lowermost sections of all five cards. 


Fri vasa preciction ect silly marketed rough d Mellon; i 
laterappeare in pint a Falicarcrs Ravi Folio No.6, page, whlch 
{dene with Thompson's mental work. 

Задаци Pracucat Meca Errxcas pags 29. 
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‘The cards are put into the envelope and 
a paperclip on the outside of the envelope 
hholds them in postion, 

In performance, having forced the card 
‘you nail-write In the wwodigit number on 
‘the exposed section ofthe card bearing the 
symbol named (the cards are of course în 
order and you know which is which), You 
ick avray the paper clip—and the cards 
settle to tbe bottom of the envelope se that 
the uneven edges aro now in the upper part 
Because of this the cards now actsomothing 
like an index, and you ean very si&ly ane. 
cleanly reach into the envelope and extract 
the correct eard. 

Шка Opiionai this cam be used in many 
ways to hark back ta the theme of ene of 
dis begetters, you might predict which of five 
cities a person was going to visit and how 
many daye he was going to йау ar what timo his Aight would arrive. You 
will no doubt come up with your own applications. 


CREDITS 





As given în text, 
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BLACKARD 


EFFECT 


ems Yous remove an uncased deck of cards from a drinking glass on. 


‘your table and hand it out for shuffling as you remark that you 
ill attempt a sinple experiment in prophecy. 

‘The shuffled deck is returned to you and you replace it in 
«но йе From a simple stand at thc rear ofthe table you take 
slate, and wrie something on the side away from ihe audi 
enos. The slate is replaced on its stand. 

‘Taking the deck, you divide itin half and hold a halfin each, 
and yon request any spectator to indicate a hand, and say that 
the cards in the hand not chosen will be discarded. 

‘This procedure is repeated with several spectators until you 
are down to one card; this card îs dropped into the glass 

Picking up the slate, you wrn it around to reveal that you 
have written, say, Four of Diamonds, The glass js turned around 
to reveal the face of the card therein and i is, of course, the 
Four of Diamonds. 

METHOD 
Glass, deck, ate and stand are ordinary and unprepared, and 
may all be used for subsequent effects in your routine. 

‘There is, however, a gimmick, which should take you all of 
diee minutes to make: 

itis (ln this case) a Four of Diamonds tothe back of which 
youve cemented a surface of black construction paper; YOU 
Thon rub chatie over the paper and erase it, giving the surface 
tho appearance of slate. 

The glass İs of a size that will Just take a deck of cards; it 
should be no larger than necessary 
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The only requirement for 
the slate stands thatithota 
the slate upright. My own 
stand io a simple length oF 
wood with a martsed slo 
an alternative would be a 
Short wooden board with a 
couple of household utensil 
clips fastened to it. 

In performance, the deck 
ofcards is removed from he — ff 
lass—but е gaffed Fourof gps Neen === НЕНЕН. 
Diamonds, which has been vá 
at the rear (face) oF the deck, is left behind. Since the glass is siting on the 
table directly in front of the slate, it now appears to be completely empty. 

You proceed as described in Efect, and the working is now, for all practical 
purposes, automatic, When, after the eliminations, yom are down toone card, 
this card is dropped into the glans in front ofthe gaff when, a moment la 
Fou turn the glass around, the Pour of Diamonds is of course assumed to be 
ia card jus horn 

Cleanupis likewise simple; you gather up all the cards, remove the two from 
the glass as one, and place them in th case, Ifyou requice the deck later you 
simply leave the gain the case, 

NOTES 
It may be pointed out that this effect could be done, indeed has been done— 
With a mirror glass. Truc, except far one thing: mirror glasses dort look empty, 
Tealiy; they just look shiny. The masking gaff here suggested, on the other hand, 
is extremely illusive, as a trial wili show. 

Itisnot necessary to use fluted glassos, andin fact they should not be used; 
yon want the spectators to be able to realize that it is the correct card right 
Fray. Note that the foron oard should be an instantly recognizable card, such 
das the Iwo, Three or Four of Diamonds. 

Obviously there are other applications of this handling—you could, for 
‘example, switch small packets but don't get (oo good; a randomly selected 
Packet which turns out te bea Royal Flush in spades might be a bit more ofa 
good thing than your audience is willing io accept 

CREDITS 
Many years ago U.F Grant put outan elaborate apparatus effect called Jumbo 


Space Thot; Flackard is simply an adaptation of the Grant effect for use with 
ordinary items, more in keeping with a mentalist’s requirements, 








SPYHOLE 


MM Remember I said back in the introductory comments that a couple 
ofthe items were basicaly gimerucky but could be made into 
something, and Pd warn you when we got to them? 

Well, this is the firat; consider yourself warned 

EFFECT 

"The properties seen by the spectators at the beginning of this 
ufaut aue Imu. Ue ist la a lesteraize onvolopo, addraseod to 
you and bearing the return address of someone named 
Dimitrios in a foreign country he second Is what appears t» 
‘ba a deck of cards in its case 

‘You explain thatthe lette s from a friend who used to be a 
secret agent, and who wae thought ta have abilities odd even 
fora spy. 

From the envelope you extract a card (actually this is a 
double blank playing card), One side ofthe card bears the name 
and address; on the other is the legend: 


ESPIONAGE 
IS 


MY BUSINESS из 





Thereis you exj,somerningelse in the envelope—but you'l 
goto that in a moment 

First however you remove tho deck af cards from its case; 
the cards have regular backs, but the faces are unprinted and 
each bears a single word written in marker pen. There are 
no duplicates. 
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‘You have a spectator make a genuinely tree choice of any ofthe words from 
the deck as its spread face up. A wond being indicated, you retain it, putting 
ihe rest of the deck on the table and picking up the envelope. 

From it you extract another card; this card has a number of holes punched 
inik irregularly spaced in alino. The envelope is seen tobe otherwise empty. 

You nov direct the spectator to place the holed card over the word ESPIO- 
NAGE. This is done and the lettera thus revealed through the hole spell out 
the freely selected ward. 





METHOD 
You'll need a deck of blank-faced cards, one dauble-blank card, a small sheet 


of thir plastic cut to playing card size, a paper punch, marker and a letter- 
size envelope, 


On each of twenty-five cards writs one of the following words: 








PING PONG SONG EON SINE 
SPONGE SPA SIN __ PINE SPINE 
SON SING SINGE PAGE SPIN 
PIG ION AGE NAG ONE 
SAGE PIE SAC SNAG IN 








With the paper punch, make a row of nine eventy spaced holes in the plastic 
card, which will serve as your template for what follows, In doing this—for 
reasons which wil shortly become clear—confin the raw to one vertical half 
of the card asin the illustration. 

Tha word ESPIONAGE is typed or lt E S P I ON AGE 
tered en one side of dhe double blank so 
(hat the letters will show through the nine 
holes of the template, (Note: if you're 
using a standard paper punch you will 
hhave to triple-space the typed lettera to. 
leave enough room for tae holes.) 

Using this template, you now make a 
‘mask’ for each of the words om the list, if 
the word was PAGE, for example, you would punch ont the third, seventh, 
eighth and ninth positions. Holding the template against each card as you do 
this insures that the alignment will be correct 

This done, each word card is paired with its mask card; the back of the word 
card and the blank “ace! of the mask catd are roughed so the pair will move 
‘sone. The deck is assembled and one extrablank-faced eard is placed on top 
‘of the pack. 

Ifall he holes are kept to the right, ıe deck can be spread in lefetoright 
fashion and all will appear fair; no Roles ill show. 


Остлзм 

"The only preparation tho envelope requires isa slit across the face; this slit 
Js disguised by a lined-out address" 

‘The other side of the double-blank is designed as a business card as indi- 
cated in Effect: this can be serious or humorous, as you desire. With this card 
placed in the slit envelope and the pack of cards in is cas, alls ready 

Tn performance, you proceed as described earlier; you show the business 
‘ard and place it down in front ofthe spectator. The envelope is set down to 
‘your right (air side down, af course). 

‘The deck is removed from its case and spread face down as you talk; it is 
hen turned over and spread face up, ard the spectator indicates is selection. 
by naming any of the words. 

The named card is cut to the face orthe deck and taken off in the left hand; 
actually, of course, you are holding a roughed pair, displayed face up. 

"Ths pack is placed on the table and the right hand picks up the envelope 
by its rightedge, As this is done your left hand very slightly buckles the lower 
of the two cards it holds, so that they separate a bit at the right rear edge. 

Apparently what happens is 
that yon place the word card on 
top ofthe envelope; this docs 
happen, but the envelope goes 
between the two cards so that 
the mask eard is now under the 
envelope. In doing this you 
mra slightly a the righe so the 
separation of the to cards is 
concealed from a front view. 
‘The right hand lifts the flap of 
the envelope; you extract the 
mask sard through the alitand 
drop it an the tala in front of 
the spectator 

You drop the word card on the table and peer into the envelope, spreading 
3t with both hands, fingers inside: your fingers conceal the slit and the envelope 
is seen to be empty. The action here shouldbe that you are making sare for 
‘yourself that there is nothing else in the envelope, not that you are necessarily 
proving ito the spectators. Alternatively you can simply tear up the envelope; 
{don't think this is necessary. 

‘The spectator places the mask card against the business card—and the word 
ds revealed. 





Tan len of Fere Warten, sa Think Ac! Think marketed nthe Modis Fa Metis 
series then liter publahed rect tle Thongs Are Yours in The Naw Pemagray, Vo. 
17,86, 11; ín, 190, page 0, 


315 


316 


MIND, MYTH & MAGICK 


NOTE 
‘The presentation will obviously be geared to the idea of codes and ciphers, 
and could form part ofa routine about telepathic spies. Clearly, however, 
this is intended as a starting point—perhaps you will be the one to turn it 
into a miracle. 
CREDITS 

As indicated in text, There have been other ‘mask’ revelations in print, but 
they were usually designed as ways of achieving multiple outs. The nice point 
about Spyhole is thatthe spectator can play around withthe two cards as long. 
as he likes without being able to produce any other word than that freely 
chosen by him, 


INDIVISION 


MEI This is not a trick or even a method, but simply away of handling, 
a patticalar kind of two-option envelope; there are many situ- 
ations where it can be useful. 

A pay envelope is used, and a cut- 
down playing card (or other card of 
similar consistency) is inserted into it 
so thatit just fits cross-wise within, this 
divider card is pushed down to tho 
bottom of the envelope. 

Ifa folded piece of paper, or a busi 
ness card, is now inserted on cach side 
of the partition, and the envelope is 
buckled, one of the items can be 
shaken cut quite forcefully while the 
other remains trapped between the 
partition wall and the side of the 

= LESS) envelope. 

The only problem, ofcourse, isin getting it to buckle the way 

yox want it to each time. 

‘The procedure for accomplishing this is as follows: the 
‘envelope is held (for example) in the left hand, seam side up, 
fingers along one long edge and thumb in the middle of the | 317 
other—in about the position you'd hold a deck of cards to do 
‘the Charlier one-handed pass. The flap of the envelope points 
toward the right. 

Tor the uppermost (closest to the sean) of the two items: 

The righthand approaches and the right thumb presses down 
onthe center ofthe envelope from above as the left thumb and 
Fingers squeeze slightly; the result is that the envelope is 
buckled downward. 
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‘The tight hand moves back 
slightly and the frst finger 
pokes a short way into the 
envelope and lif, the result 
now ie thar the seam side 
uckles upward and the lower 
item is trapped against the 
Partition. The envelope is. 
shaken and tho upper item 
drops out into the right hand. 


For the lowermost ofthe two 

The right hand approaches 
as before, but this time the 
fingers move below and the 
envelope is buckled upward; 
again the right hand moves 
back slightly, and now the 
ub moves onto the upper 
surface ofthe lap and presses 
down (in this case it is not 
necessary for the thumb to 
enter the envelope). 

“The results thatthe lower 
billet can be shaken out in 
casual fashion while the upper 
billet remains trapped. 

1 realize that for many of 
you the preceding paragraphs 
‘may describe what seems a 
very elementary procedure 
as indeed itis—bat itis a han- 
dling thar allows the action to 
be performed every time 
without the possibility of 
fumbling. 
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OUTLANDER 


eee Gone Grove PHANTIN'S Mane. Kev"? there is an ingen 
fies ond dead testi which five spoctatore write che namen 
flag lends at any of sia positions on a shoot of paper опе 
cet spaciatore is now chosen and he or she adds atio 
ing positon on the list, he name af someone known 10 
T alio hos passed or. In dus caurse you divine the name. 

To lant'e secret was simpl ard praeiieat yor took forthe 
teo anmes writen in the same handwriting and pump fr 
the right one. 

Van excelint method, yov'll agree. What 1 offor bere ie a 
одао ті Whe purap, waich also in same cases iN 
Provide an additional effect. 

it goes like this: 

Wen you get back the shect of paper you Identify the two 
nas iu the same handwriting: one of these you circle wiit 
Te pencil. You memorize it and the other possibility, emer 
bering which one of le tro you've circled. 

"oM the paper and hand ito the spectator who wrote both 
какка and ask him which nama he eon: rt He announces 

mai the cimed name have him open the paper and read 
otne name marked wih a circle; seemingly you havadivined | 319 
his thought 

ost you say. bul ats not the mame ofthe pera who as 
passed on, ofcourse Tharperaon is...*—and here you announce 
the other name 

HE on e other hand, (hê name he calls out igor tha cielo! 
mme hen yos have im fact circled the dead namns. In this case 
Tau ast each af the others to announos the namos they OIE: 


Trage 22. 
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then you return to the man holding the paper and ask him the name of the 
dead person. Ho announces it-and then is told ro ороп the paper and rend 
the circled name, 

CREDITS 
As indicated, the primary credit is to Gene Grant; as to who invented the dead 
name test, It might've been Henry Slade—or Daniel Dunglas Home—or 
Alexander the Paphlagomian 


CHOPTION 


ан recent years there have been a number of wordkcard effects 
dependent on peculiarities ofthe particular wards. Spyhole was 
one such; this is another: and farther on you'll Rnd what T 
consider my ultimate effort along this line. That one, however, 
will involve telepathy ard clairvoyance here we have a very 
straightforvrard-sppearing prediction. 
EFFECT 

‘au show a white card About six inches by ten in size, anû state 
you've made a predictlon ofsomothing hat IN happen shorty. 
Setting it on display in a cliporon an easel you pick np a decit 
lf word cards and exhibit them freely. Tha cards are ordinary 
and there are no duplicates- md from them a spectator males 
a selection in what seems to be a very uir manner 

Nevertheless, when you show your prediction itis, ofcourse, 

correct. 

METHOD 
‘The basic secret is that the spectator docs have a cholcebut 
it is not quite as free as he thinks itis; and the prediction Б 
much that ican ahovr any one of a number of outcomes. 

The ‘white card is in facta card lo which you have applied a 
Yelloda™ writing surface. This can be purchased in a roll from 
any artists supply house, andisso prepared that when aVelleda | 321 
or similar erasable marker is used on iL the surface ean be 
wiped clean with a touch. On thls card you have written the 
following, spacing the letters so they go evenly from one side 
ofthe card to the other: 


STABLET 
‘The deck of word oards—there should be about theee or four 
dozen words—is ordinary, and the words canbe whatever you 
like, as long as they include these seven: 
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STAB STABLE TABLE TABLET ABLE TAB LET 


These seven cards are on top of the dock, 

Tn performance, the deck is picked up and faces are shown to the audience, 
though you ão not overly display the rearmost group of seven. You then do 
“any sort of casual mix which leaves the cards undisturbed on top, You ask a 
spectator to deal the deck into seven facedown piles (lucky number days of 
the week, etc); when thls has been done i will pat one of the seven cards at 
the face ofeach packet. Any one of the packers is chosen and torned face up. 

Let us say the word thus revealed is ABLE, Picking up the slate you talk for 
a moment about the freedom of choice, and as you do yout left and right 
thumbs obliterate the ST and Tat each side of the row p letters, leaving ABLE. 
for you to show. 

‘As you will note, any one of the seven words can he shown by the erasing 
of unnecessary letters from the ends 

NOTES 

"The farce procedure given is one of the simplest, and there ara many others 
which can be used. For the one just described, Zhi Goldstein suggests that 
You giva the epoctater hie option of dosling any numbor of pileo up to seven, 
giving him one more choice to make ln the selection procedure 

Another approach would be to cut a number of packets from the deck, the 
force cards comprising one ofthe paseets you force this packet by equivoque, 
deal oat the cards and then have the final selection made by fellowingexactly 
fhe same pattern as in the equivoque, thus legitimizing that earlier procedure. 

Still another procedure would be to arrange the cards alternately with 
indifferent cards and use a deal-and-stop method of handling, 

Given the number of options, you should have no diffealty in coming up 
with a zanging-orce procedure which best fts your style of working. 

describe the prediction as being made on a Velleda surface, but it can of 
course be done with a slate of the proper size. Should you choose this, first 
scribble over the slate and wipe it clean~but do not wash itso the chalk 
smudges from the erased letters w not be noticable. 

CREDITS 

‘The thumb-eresing of parts ofa prediction is Bll Simon's, and appears in his 
excellent handling ofa cyclic number prediction in his MATHEMATICAL MAGIC?! 

The Velleda principle hasbeen used within mentalism for some time now— 
John Pomeroy was probably the first to market an effect dependant on the 
Xellcda principle!* The Tate Bob Fillman was an early experimenter along 
see The Cpl gag 31 
"Expo Sonia release in 197% 


Остазм 
these lines—and the principle te now available ina few marketed effects In 
many ways itis an outgrowth (n our profession) of Fleming and Fricke's It's 
A Pip pip paint methodology popular in the 1950's 
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WHEELIE 


SE My alternative tte for this was Tu Balley, referring to require- 


‘ments on a couple of levels. Tt is not a trick in itself but + 
particular force; in addition to a bit of chicanery it requires a 
Performer who сап keep command of a situation. 
EFFECT 

You exhibit a small roulette wheel of the kind sold in game 
Stores; you also show the small roulette halt 

You hava any spectator give the wheel a whirl, and in the 
approved aroapler fashion you send the ball spinning aroung 
the inside rim of the wheel. Ie is heard to rattle down into one 
of the cups, and when the wheel has stopped spinning the spec. 
{ator is asked io call out the number thus arrived at 

‘all seems fair but the number has in fact heen forced, 

METHOD 
Actually three balls are employed.. 
but lets first consider the wheel yow're going use, 

specifically looking at the cups into one of which the ball wi 
eventually fal. In the wheels commonly marketed, these are 
of two types—one has a siver finish, one a dil black finish, 

‘We will assume for purposes of description that we have a 
Wheel with the silver cup; this being the ease, we will need aro 
lack balls and one white ball. 

One of the black balls is glued into the force cup. 

11 performance, you display the other black ball at your 
Fingertips, fngerpalming the white ball in the same hand 

Firat you exhisit che wheel—not, at this point, letinganyone 
look nto it, of course—and then the ballin the other hand. You 
Tove toa spectator, holding the whcel o the rim is at her eye 
level or a shade higher, aud have her spin the wheel by the 


Остазм 
projecting center knob. As audience attention is on the wheel, you have 
ono trouble in switching the positions of the black and white ball in your 
other hand, 

(NOTE 1993: 1 the gluec:in ball ison the side nearest the spectators, you 
can casually tilt the wheel forward so they can see into it; they only see the 
Tear half, and the presence of the ball ia concealed by the rim of the wheel.) 

Tti the white ball you place into the inner rim of the wheel, and it is this 
bali which the spectators hear bouncing around and finally settling into a oup. 

As you mave toward a spectator you look into the wheel and determine 
the locations ofthe two balls, While the black ball will attract the eya and 
the white ball will ond to blend in, this is not sufficient cover. What vou 
do is this: 





Your free hand pines to 
the black ball as you ask the 
spectator, "Whats har vam- 
ein so doing your hand 
rests directly above the white 
bai, concealing it from view. 
calls off the number you 
move the wheel up and 
away, setting it aside. 

The one problem that 
сап possibly arise ls if tha 
white ball ends up in the 
cup dzectly adjacent to the 
fares cup. 

Im actuality it is almost impossible for this to happen, since tke glued 
Black ball scems to act much as the fixed ‘ourapers’ in the veel and will 
usually knock the white ball some distance away. If, however, the gods have 
something against you and the balls end up side by side, point to the black 
(Prce) ball with yone forefinger and steal the white ball ovt with thumb and 
Second finger; the grip is somewhat like that used in the Shell Game move. 

‘The important pont in using this force comas when you ask the spectat 
“Whats hat number? Not "Would yeu tell everyone what cup the ball landed in? 
ог “Pease tell us the number of the cup'—use a simple direct question that 
requires no thought or hesitation on the spectators part. Thisis essential, snos 
what you don't want here is any kind of stall while your hand is hiding tha 
hito ball Foe a second ar bo your action is natural and acceptable bot i£ 
‘You have to wat five or tan seconds for the spectator hear, understand your 
Toguestard act on It you are going to have people wondering why you don't 
move your hand away, 
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NOTE 


Ifyou use Tony Shiels’ Psychic Chance routine! you can combine this foron 
witha forcing deck and a poker-chip equivogue snd do the roatine without. 
‘one-ahead; this might be useful as an alternate on repeat shows, 
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FLIPOUT 


SSE eres another wilt iter, combining two well-known principles 
lo bring about some interesting possibilities 

You'll needa standard Kimber Wallet; this should be the kind 
without the top flap and buckle—the wallet must look the samo. 
on both sides, 

‘You also require some gold embossing paper (available at 
statiqnary stores), soma thranihy-Fva-inch Index corde, rubber 
Cement and a vory sharp cutting tool such as an Xeacto™ knife 

On the lower third of the outside of the wallet you draw a 
tworinch square with the gold foil; in the center of the square 
Co give some logic for its presence) you put youz initials in gold. 
You duplicate this on the other outside face of the wallet. 

Pur several index cards into one ofthe halfpockets and close 
the wallet, With the Xacto knife, carefully cut out one of the 
squares, just inside the gold line, This should be done neatly 
enough that the gold ins itself will conceal the ext 












PG 
xr 
2 











Aller removingany lining from the cat piece, cat the under 
surfac ofthis piece with rubber coment. Puta fret index card 
am the wallet and coat the ares exposed through the window 
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‘with rubber cement. Allow the cement to dry and then replace the square 
of leather in the window, where itwill ofcourse adhere to the index card. 
‘You may wish now to trim the upper and outer edges of the index card ts 
a small square, 

{all this has been neatly done you now have a wallet which appears the 
same on both sides and perfectly ordinary, but which can be used in some 
interesting ways. 

Obviously, of course, you cam have someone write something on a car 
afez which you putit in the wallet making sure it goes beneath the index carû 
gaff; it can then be read through the window. In inserting the spectators card, 
pushdown slightly (or, alternatively, Nft the index cards in the pocket slightly), 
зо that there is mo chance of the card hanging up on the Tp of he leather square 
during the insertion process. 

However, there are some more Interesting things that can be done, Let us 
say you wish to do a nailwriter prediction ofa number 

In che window pocket you place a pay envelope which contains yote predic- 
tion ready to be filled in; this envelope also has a window ent out to coincide 
with the one in the wallet. 

Tn the other pariar yan have an unprepared envelepa—the flap of which, 
like that of the gaffed onvelope, has been sealed down. 

You remove the wallet from your pocket and open itso the ungaffed enve- 
lope ison view; momentarily you remove the envelope, showing it freely on 
both sides without makinga point ofit, and then zeplacs itin the pocket where 
it is still on view, 

You now are holding the wallet by the 
half which has the window, while the 
otherhalfswings freciy, The holding hand 
hasa nailwriter on its thumb, 

A spectator calls outa number, and you 
ask him or her to come up to the stage, As 
the spectator does so, your thumb filam 
the number on the prediction card, 

Note that, even if there area few spec: 
tators who know of nailwriters, or think 
you could somehow tamper with the prediction, it ison view well away from 
Your fingers and hand and seemingly inaccessible, 

As he spectator comes up on stage you allow the wallet to swing closed. 
Afera brief introduction you open the wallet from the ather side and extract 
the window envelope; the wallet ia put back in your pocket and the predic- 
tion taken ftom the envelope for the spectator to read. 

An interesting topological point is that—even though here you don't need 
to use the camouflaging leathar insert—it will seem to the spectators that they 








OGTASM. 
Rave seen both sides ofthe wallet, This happens because in the easly part 
of the routine the side hearing the envelope is seen to have a back and 
Tater, when you opon the wallet, the side nar (visibly) bearing an envelope 
is seen to have a back. 

Since this is a book on mantalism, 1 will only suggest the possibilities 
{for arepeat-inviated caré-1- wallet routine, and Tot you work out the details 
if you do that sort of thing. 

"This is, as noted earlier, a utility device, and st would be imposeible— 
and inadvisable forme to attempt to tist all the things yon can do with it 
Sufflce it to say that you can do anything needing either a Himber Wallet 
ora Window wallet—with a convincing handling net possible to achieve 
with either of those gaffs alone. 

NOTE 
1 you are uncertain of your silty to do tho golé-omibossing neatly, take dhe 
wallet to a luggage shop and have them do it. 

‘A black wallet with a rough outer surface is preferable to those af Tighter 
shades or smoother leather 
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SELECTRICK 


EFFECT 


amt You stand near a desk-mode! 1m Selectric™ typewriter after 


sullable patterpresentation, perhaps regarding a spirit typist, 
yos ask questions of the typewriter and it replies by ringing. 
ыш... 
rom here on in you can do any kind of spirit bell routine 
you like. There are three interesting points: 
1. Abouly ringer is not used: he actual bell on the type- 
writer does the ringing 
2, At some point during the presentation you can 
‘unplug the machine—but the bell will continue to 
ring on command. 
3. Atihe conclusion ofthe routine the typewriter may 
be thoroughly examined; there is nothing to find. 
METHOD 
1 work this with an IBM Selectric Madel No. 71; ve no doubt 
‘that the method can be adapted to other models 

Ifyou lifi the hinged cover ofthis model of typewriter you 
will see a small tever on the lef side of the right margin sering 
\dovice, Pushing the lever tothe right makes the bell ring. Obie 
vay, you need only hook a doubled lengch oF thread over the 
lover and feed it out through one of the holes in the bottom af 
the case. 

From three or four eet away you pull the thread—using the 
hand on the side away from the spectators—to make the bell 
sing. At the finish you releasconzend of the thread, and as you 
walk away it is pulled free. 





Ocrisu 


NOTE 


Examination of other typewriters should indicate how tha thread should be 
Sot up in cach case. Clearly the most effective way to use this is when yor 
can prepare a typewriter n someone else's office oz home. 
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REVELLEDA 


Sa i iislike adtype puffery, so T won't say the following item is worth 


the price of the hook. However, { will point ont that it dupli- 
cates by completely different means.a primary effect of a prop 
selling for several hundred dollars. 

EFFECT 
White you are blindfolded, or sour back i tamed, a spectator 
zits something on a large whit markorboard and hows it 
to the audience; he then erases the writing completely. 

Nevertheless, you are able to reveal his thought with 
complete accuracy, 

METHOD 
This depends on a very specific peculiarity of the properties 
used. 

1 discovered that if you write with a Velledg pen—not on 
erasable markerboard—but on what is called high-impact white 
styrene, you will be able to erase that writing as with a 
markerboard 

the writing will, however, leave a trace which is only 
visible if you are Looking forit, and 3f you view the surface tom 
the proper angle. 

“The most vigorous erasing by the spectator will not harm this 
traco; it is there permanently—so permancnity, in fact, that 
altera few uses you'll have to replace the styrene. As it happens, 
this stu is extremely cheap—about thirty-five cents a square 
door, on the average (2962 price)—so that's no problem, 

‘You might consider a handling using a smaller pisce than. 
the two-by-three-foot board on an easel. For example, let's take 
a piece about a foot square: we put a bulldog clip at the top, 
and wa fusten the Velleda pen to tt with a length of cord. 


Остизм 

Now—by dmwing a Tine on the board and telling the spectator to write his 
word or number on that—we can use this one piece about eight times without 
far ofoverlapping impressions. (The wo sides can each have the clip on any 
one ofthe four edges) 

Ifyou use this later version, try this: 

Prepare a large talisman on parchment and have it handy; when the spec- 
‘ator hands you the board you clip the talisman to the side she di not use (a 
mark on one side of the bulldog clip will facilitate this). 

You hold up the board facing her and have her stare at the talisman. While 
эле doing that, you have the side bearing the trace facing you, and can discern 
itat your leisure. 

NOTES 
1specitya Velleda pen becsuse--otloast as foras Thavebeen able to discover 
other brands of erasable marker wil not work, inthe sence that the original 
writing wan't erase from the board. You may wish to experiment with other 
kinds et markers. 

‘As many of you will know, the high-Ampact white styrene here specified is 
that used in Henry Fields! Fields Device clipboard which will retain an 
Impression when NCR payer is used on И. There's no reason that your board 
can't be used for both purposes in he same show. 

should point out ro tho ‘ease! version that if you got the lighting angle 
Just right in positioning the board, vou con read the impression from some 
distance away. For this, of course, the larger the spectator’s writing, and 
the simpler, the better. 

"n using this you could employ the glimpse: suggested în Annemann's 
Mystery Of The Blackboard"; since the board has been erased, the blindfold 
‘here mentioned is not necessary. 

(NOTE 1993: The 'prop' mentioned in the introduction to this effect was 
the John Cornelius Brainpower Board, no longer available, Cornelius’ inge- 
nions devica could accomplish a number of other effects not possible with- 
my method.) 





CREDITS 
‘The Fields Device, marketed by Henzy Fields, was slo descrhod by Me. Fields 
in the pages of Magick”. 

The operating principle of Reueileda is, as indicated, my own discovery. An 
ancestor howevez might be lhe Dr, Qslale test in his SIMPLICITY MINDREADING 
‘Act, which used an oll-soaked piece of chalk to leave a trace on a school slate, 


"anv PRACTICAL SABNTAL EXPECTS, page 228, 
No, 240; Sep. 14,1079; paws 1187, 
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THINKY 


MB ini here is the ofer gimcracky routine. 


EFFECT 
You talk of Lucrezia Borgia (1480-1519) and her penchant fo: 
experiments in terminal pharmacology. You point out that she 
seemed to have.a ‘sixth sense! where poisons wore concerned, 
ва that she was never In danger from her own concoctions. 

Indicating a young lady, you say (hal you have a sense thal 
she might be able te carry on in the Borgia tradition; she joins 
you to assist In he experiment. 

You have seven glass vial; these are about a halfinch in 
diametor and three Inches long. 4 supply of corks 1s alse 
available, 

Into one of the vials you pour black ink, saying that it will 
represent poison; the others are filled with water, and all are 
corked. Each then sealed in an opaque pay envelope and the 
envelopes are thoroughly mixed. 

Now you ask the young lady to assume the role of Lucrezia; 
she is to pick up the envelopes one by one and continue until 
she feels a sense of danger, an intuition that she e holding the 
poison via 

Finally she decides on one envelope and you tell herto open 
it, She does; itis, o€ course, the ink-Filled vial. 

METHOD 

not surprising, since now all he vials contain ink; you filled 
them not with water but with the well-known Think Ink 
chemicals invented by Orville Meyer. You have adjusted the 
formula so that the change will cour Well ater the Vials have 
been sealed in the envelopes. Thar's really all there is to it. 








Остаз. 

T do not give the formula since (a) it is in print many places, including 
Meyer's excellent Masic Iv THE MODERN MANNER and (b) if you decide to 
‘use this iv be simpler to buy the commercally-available preparations from 
a magic chop than to locate a chemical-supply house, These sources will 
indicate how to arrange things so that the chemicals combine in the act of 
pouring the liquid Into the vials, 

(One simple way is to have the frst solution in a cut-glass tumbler, at the 
top ofthe tumbler you use cellophane tage to fasten a clear plastic vial, and 
in this vial you put the second solution. The two solutions miz as they are 
Poured out. 

NOTES 
1 called this fgimeracky' because in the context of a formal show I can't sce 
carrying around the liquids, vials, etc.—and then going through the necessarily 
involved procadure of filling and corking the vials, sealing them in envelopes, 
and so on, just зо а spectator can find one of seven items. It won't be worth 
the time invested. 

‘There are, however, situations such as more invimatn entertainments where, 
built up witha good story along the lines suggested, this could be very effective 
indeed. 

CREDITS 
‘As indicated intext. 


Lm 
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ANAGRAMARYE 


SS here have been many effects in mentalism using the principle 


Of tho anagram, Such creators as Stanley Collins, Edward 
Bagshaw, Stewart James, Trevor Hall, Peter Warlock, Bertram 
Adams, Sam Dalal, the Rev. G.A. Arrowsmith, Sam Schwartz, 
Fhil Goldstein and Howard Adama are among those who 
have contributed new angles and approaches, 

In what follows Thave tried to strengthen the effect in several 
naye: by combining wih the telepathic effect one of clairvey. 
ance; by more than doubling the number of words used, ani 
by soarranging the presentation thatthe final divination of the 
Word is an added punch rather than an anticlimax. 

EFFECT 
You show a large chart on which are more thar: six dozen words; 
this is hanced to a spectator to ook ovez While he docs this 
Another spectator is asked to shuffle a pack of alphabet or 
Lexicon™ cards. Retrieving the cards, you drop them in your 
side jacket pocket without so much as glancing at them. 

‘The spectator with the chart is asked ta think of any word. 
‘that he likes; this done, the chart is put away. You now request 
‘hat the spectator visualize his word as being written on a large 
blackboard. He is to let his menta gaze travel back and forth 
across the visualized word. 

You reach into your side coat pocket and after a moment 
extract a card, asking the spectator ifthe letter itbears appears 
in the thought-of ward; he agres that it dors. 

In like manner you bring out several more cards until the 
spectator indicates that all the letters ofthe word are there. At 
no time do you see te faces of the letter carda, 

Holding the packet of cards between your palme, you now 
proceed to divine the wond. 








‘Whats involved here, in addition to the anagram principle, is a particular. 
handling of extra letter cards and a card index. 

“The words listed an the chart bolov are lettared onto a large card—not in 
neat columns or rows, but all over the card and in completely random order. 


p 
METHOD 
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MiND, MYTH & Magick 

Im your pocket you have 4 card index which must have sateen pockets— 
easily made by taping three additional pockets to à Q.5 Index'* In each of 
‘these pockets isa group of cards as Indicated in Column No, 3 ofthe chart. 

Por example: the frst pocket contain in ardor the letters PLLN-E-R-C-O4, 
the sixth has the letters G-E-A-N; the ninth, N-E; the fourteenth, G-E-R- 

шп addition to the cards in the index there is one more packet it contains, 
in order from top to face, the letters: 

STERNIPOMDAE-GLELNARE 

“This packet lies in the pocket în front of the index. 

With another deck of letter cards in its case and the word chart at hand, 
you are ready for performance 

As indicated in Bec, you have a word thought ofand then place the chart 
aside; by this time you have had the Lexicon deck shuffled and have put it 
into your pocket to the rear of the index. 

Asking the spcctator to concentrate, you withdraw the S from the top ofthe 
packet which rests in front of the index. If the spectator indicates the letter ie 
correct you continue taking cards from the tp, 

One of tro things will now happen: eer the spectator at some point will, 
teyou that you hold all the Tetere în his thought- of wordin which case you 
know that the spectacor has thought of one of the underlined words on the 
chart above (not, ofcourse, underlined on ths one yau show the spoctator)— 
fo the spectator will say that you have made a mistake, that the letter yon 
‘have brought out does not appear in the word. The latter situation will tend 
to occur five times as often as the former 

When this happens, you go to dhe index and begin taking out cards from 
Khe pocket equaling the number of cards correctly taken from fhe packet, That 
Sounds more complicated than it isso let's do an example; let's say the spectator 
is thinking of he word SCATTER 

(The underlined words are those completed when the letter to their imme- 
diate left is called.) 

You remove rhe, T, E and R from the large packet, but when you remove 
the N the spectator says you have made a mistake, You discard the N; you 
now have four cards, so you gn to the index and locate the fourth packet 
(A-C/T-LG-8) ard begin removing cards ir order, The A, Cand T are taken 
From the pocket and added to these in the hand, and at thie point the spectator 
indicates that all the cards are there. 

‘You now proceed to divine the word, of which more in a moment, 

First, however, 1 must discuss what happens when the spectator says your 
fst card—the Sis Incorrect 











ice Gorg TW боз To Miti, page S0. 


OcTASM. 

In this ease you discard it, and take out the E from the face cf the packet 
and you continue removing cards from the face. In the situations where you 
‘must goto the index, you mst recall that the Bards occupy the tenth through 
sixteenth pockets in your index—so you must simply add nine to the number 
of cards in your hand to indicate which packet wil be the right one, 

{Aso the divination ofthe werd—if you know what letters you're holding 
(not a difficult task to remember, as you know the order af the cards in the 
large packet) and are reasonably familiar with the words on the chart, you 
‘should be able to figura out what che word is. lt should be pointed out that 
since the spectators never see the backs ofthe letter cards (as you never see 
‘the faces)—you can mark the cards rather boldly, even to the point ofhaving 
the word each completes written right there. 

Alternatively you can have a copy ofthe chart i view on your table or tuck 
to a case or piece of apparatus, Memorization i preferable. 

NOTES 
Instead ofthe large word chart you can use a deck of word cards; my feeling 
is that in this particular effect the large chart is more impressive, 

You can put one additional word into the list, and have ite own separate 
packet at une end vr ma müex; tne onty requirement ss that tt not have an $ 
or Bin it 

Abit of business which can be used in conjunction with this isto have a 
letter X card handy in your pocket, iecan be at the rear of de index, and when, 
you put the deck in you make sure the X goes where you can Пай Н. їп 
performance, you take the S and the Bout and are told they don't appear in 
he word saying you will ry ance mere, you take ont the X and on the laugh 
{ake a look at the cards yourself. You now tell the spectator to keep his mind 
n the cffeci-and can proceed to divine the ‘spacial! word, while the two 
earlier misses will be considered as an intentional gag. 

‘When you go tothe index and locate the correct packet, you kiekitedewise. 
so that it projects abit from the side ofthe index; this way you don't have to 
find it again each time. While this will facilitate removal ofthe cards, do not 
Dring them out mo quickly—given what you are supposed to be doing. 

Do bear in mind that while this may read as being abit complex, itis actually 
fairly simple in perforrance—also, fom the spectators point of view it plays 
very directly and logically. 

When I showed this routine to Phil Goldstein ho was inspired to produce. 
the following text, printed here with his permission: 

PRESIDENT CARNEC TIAD TO LEARN TO BE RELLANT ON THE STRATEGIC 

FONTES OP TWO MEN. GENERAL CHUST AND SERGEANT ANGLER. WIEN 

THERE S 4 DEARTH OF FAGTECTIONS, YOU CAN BET TIEA IS A STRANGE 
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MIND, MYTH & MAGICK 

"Тик тм MEN RIDE IN TIIE CAR IN FRONT OF THE PRESIDENT; THE SER 
GEANT SIS IN TRONT, THE GENERAL ASTERN, AS THEY NEAR A PEDESTRIAN, 
THE SERGEANT CAN SEE HE 8A SNIPER! ANGLER ISON HS TOES; HE 15 NOT A 
CHANCER, STEERING TO TIIE TURN-LANE, HE| MENTIONS THE SNIPER TO THE 
GENERAL. WITI CURIOSITY, THE TWO CRANE TO SEB THIS MAN, WHO I3 N 
FRONT OF TWO RED CRATES OF TANGERINES. 

"Ти TWO MEN CONSPIRE TO BHAT THE SNIPER. AS GRUST 18 RESEATING TO. 
(THE FRONT OF THE CAN, ANGLER HAS SPRINTED TO A STONE RIDGE NEAR THE 
CRATES. THE MEN ARE KOW IN A TRIANGLE. 

АЗА ТАРТА ВЕН CAN INSERT TTS STINGER, SO THE SERGEANT HAS PINCERS 
OF TENSION OMNIPRESENT TN HIS SPINE, THE TWO MEN GIRDLE FOR BATTLE 
BUT TICE SNIPRR HAS GIRDLED, TOO, CAN THE GENERAL DARE USE HIS GUN? 
YES! THE CITROUS IN THE CRATES SCATTERS, MOISTENING THE STONE RIDGE, 
TIIE SNIPER IS SET TO RUN— BUT THE STERN SERGEANT IS NEAR, AND PINS TIE 
SNIPER TO THE STONE, 

THE SNIPER 1S HEARD TO BLEAT, 

[Now THE MEN SIT AT TIIE TEATARLE IN TAE CHANCERY: INSPECTOR SOURCTT 
HAS THE GUN OF THE SNIPER IN TIIE STEREOPTICON ENLARGER, TO LEARN 
MIR PRECISION OF TITE GUN. IN FIONT OF THE INSPECTOR ARE HIS CIGARETTES 

IN A DAY, HE TIAS LEARNT THAT PRECISION. NOW THE SNIPER IS SET FOR 
FRISORMENT. 

YOU MAY INTROSPECT AS YOU READ THIS: THE SNIPER AS IMPERSONATED 
A PEDESTRIAN, BUT THE CURIOSITY OF THE GENERAL AND THE SERGEANT BEAT 
HIM. A SONNET, THEN, TO TE TXO MEN WHO RIDE IN FRONT OF THE PRESI- 
DENT. IT IS A NEW ERA. 

Whew... 
ıa careful reading of the, ah, prose will reveal that Phil has made a few 
changes in the word list as hero used 

DIRGE, for example, becomes RIDGE; GRIDDLE is now GIRDLED; 
ANTLER is LEARNT. For his'odd word' which usos neither $ nor E, Phil has 
chosen FRONT. You will find a few other changes: a Y isadded to CHANCRE: 
nd it mutates to CHANCERY, for exaraple, 

Itwould, ofcourse, be possible to have this page of text set up in type to 
match that ofa standard paperback book page. The page, inserted in a book, 
‘would be riffleforced and the spectator invited to think of any word “of 
Jive ietors or moe, just 19 mate it fnzevesting’ and You then proceed with 
the divination, 





CREDITS 


The word list here uses as a starting point those of Sam schwartz’ Word-A- 
Matic and Trevor Hall's Narking 7s Impossible in the book of the same title”! 


Plan eater version of thls Schwarz tect appeared in Linking Ring under the title 
Алатай: Vol, 43, No.1 
Praest 





OcTASM. 
Tn Mr Schwartz! routine thera were twenty-nine words given; in Mr, Halls 
there were six—Thave expanded and revised the lists as indicated, 

Mr Schwartz is also, to the best of my knowledge, the creator of ie 'mis- 
take! procedure for branching out, which greatly expands te possibilities 
ofsuch effects. 

‘There have been various uses of word cards, leter cardsand indexes in word 
divinations, but none isa direct antecedent of that given here. The foregoing. 
combination and routine is, to thebest of my knowledge, original with me. 
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KEYKNOW 


BIS eie 1876 1 devised the routine and presentation which fol 


lows in accordance with a suggestion by Ricky Jay, I sent it 
along to Ken Brooke—Who at that timo was marketing Don 
Alan's Ringed, a version of the Al Koran keycase for the 
Flying Bing effect 

‘Due to various circumstances the routine was not then pub- 
lished. Mr. Brooke then rotited—and because my friend Don 
Wayne acquired in 1980 the rights te a similar presentation 
Which he now is marketing as Room Service, | have decided 
to publish the routine here 

To eliminate confusion with his marketed effect, in 1980 Don 
Wayne purchased from meall commercial marketing rights to 
‘my presentation. Therefore, he retains those rights to this effect 
in addition to those of his own marketed version. 

[shouldbe noted that the following routine and Don Wayne's 
effect, Room Service, are completely different in their meth- 
одору, 

This presentation uses the keycasa appararus supplied for 
Ringed and, lke that effect, has as is inspiration a routine of 
the Tate Al Koran. 

1 will presume for the sake of instruction that you have the 
[Ringed keycasc—which isofthe aqueeze-purse kind—and chat 
you have studied its instructions and know how to handle it. 

"The effect willbe desorbed in the course ofthe presentation 

PREPARATION 
You will need three keys; two of these have nothing to do 


with the effect and the only requirement for them is that they 
are quite obviously nor door keys. In my ease the keys are а 


Остазм 
mailbox key and a car key, the later having the make of cat engraved on it. 
‘These keys are placed on the two outer chains. 

‘The canter key ig. an ordinary brass door key of the kind that operates pir- 
tumbler locks, Take it to an engraver and have it engraved on one sida of the 
keyhead with tha name ofan apartment complex and'bolow that the name oF 
the town where you live, For example: 








‘The other side ofthe kay- which should be a smooth surface without bumps 
ar indentations is prepared either witha small white selfstick label ora piece 
of white adhesive bandage tape T prefer the latter as It is a bit more secure 
and also seems more natural~you often find keys labeled In this manner 

Whichever is used paper sticker or tape И should not project beyond the 
edges ofthe head of te ey or along its shaft 

“The key thus prepared is hooked on the center chain the line from the 
reel to which this chain is attached is drawn out and locked, The case is 
put in a rear trouser pocket with one of the two side keys wedged cross- 
wise to hold t open; the line i fed down the opposite sleeve of the jacket 
Fed a ER ass al ê Si a BE a the 
Font In this presentation only the key tal? needs tobe so secured, held 
Jn place by the watchhand 

(Female performers will have a work out cher awn hookups depending 
‘on the typeof clothing they're wearing) 

The only stipulation here isthe placing a the line should go down the 
ef sleeve If you write with your right hand- doin the right sleeve if, ke 
‘myself you are lef-handed_As mentioned, the case goes inthe Tear pocket 
‘of your pants on the opposite side from the sleeve being used. 

Pencil or pen and pad are in the inside breast pocket 

THE GETREADY 
What you ate going todo bere is geethe key out ofthe sleeve and held against 
the pad in the hand, wid the engraving next to the pad, and Bank side cut, 

TE, as do, you present this as an encore effect, you have no problem; you. 
simply get set while offstage. The same is true if you use it as an opener, 
(Please note thatit makes more sense as an encore, since i! can be presented 
as a seemingly impromptu effect If, as many performers do, you work from 
an attaché case or similar item, have the pad and pen in there anû simply set 
up behind the cover of the open Hid; It takes but a moment. 

‘these do not suit in ate, yet another approach is to have the mentalis’s 
friend, a ping-pong ball, in your packet you take it ut, saying you wish ta 
Select a lady at random, and umn your hack, tossing the ball over your shoulder 
This should give you al the cover You need, 
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Мткр, Myre & MAGICK 
‘Two points to be noted in this method: take the pad out before you turn 
yourback, so itwill notbe thought you did anything under cover'—and throw 
the ball with the hand not holding the pad, of course; otherwise you could 
very well release the lock on the reel and this could present difficulties. 
Now that you have the key held 
against the pad (the thumb presses on 
the hook and chain at one side of the 
head of the key) you are ready to 
presens the effect. 


PRESENTATION 
You should choose a lady for this—and, 
for the particular dramatic Tine ofthis 
presentation, usually the move attrac: 
tive the better I£ the ping-pong ball is 
Used, and a man has caught íi, ask him to hand tt to tha prettiest lady near 
Mou.” Any hesitation on his part will probably get a laugh. 

Qfyou are a female performer, you should of course pick an attractive man 
to assist; in what follows, we will for convenience assame a male performer 
and female spectator) 

or the moment the lady remains seated. 

"And your nama is? Karan. In just a moment, Karen, J am going to ask you to 
take a journey with me.. an imaginary journey. -buc before hat 1 want you to 
confirm that we've never met prior to this moment, we've not arranged anything?” 

(In this presentation, please don't use lame Hines like “Ther how do you know 
irs me?” I£ you do, T wilt find you and kill you.) 

“Fine. Now I ive ina very mice bulding out at the beach—its called Bay Villa. 
[ofcourss you wil refer to Whatever you've had engraved on the key] a nice 
lace indeed, ton stories lal, « very hig place reall... now listen carefully, Karen; 
Td like you to imagine you're standing în the Tobby There, you've decided to visit a. 
Friend. -you walk over to the elevator, the doors open and you step in. There are 
ten buttons there, one for zach floor which one do ox push” 

Karen says, for example, sis. You write 6 on the pad 

“The elevator goes up to tha floor, the doors open, amd you step out. Thercs apart 
ment SóOle One in roni of you; s yn rum tou see a emg corridor. There area 
Funded apartments on this floor... you start walking doum the hallway, 

“Finally you stop in front of one door. There's a brass plate on the door with the 
apartment number angraved on it. What number is that, Karen" 

fSictwentsesen, rosponds Karen. 

You write the 27 after the 6 on the pad and 627 on the key. As you do this 
you say, Now that is really quite interesting- fascinating, in fact. Could you jain. 
‘me here on stage for jus a moment, Karen?” In saying this you gesture with the 
hand holding the pad, extending your arm slightly and unlocking the reel ue. 
you do nes release the key et 
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Wait until she ie moving 
toward the stage and all ayes 
are on her; at this point your 
handhas dropped to your side 
and now you release the key. 
It goes up your sleeve and 
down into the key case. 

You thank Karen for joining 
you; glance at the pad again 
with a quizzical shake of your 
head and then cither put the 
pad on the table or hand it to 
a neathy spectator. Do not 
return it to your pocket; for 
the moment you want lo keep 
away from packers 
"To Karen you say, “You're sure that youve never been to Bay Villa you Just 
picked that apariment number out of he blus? Thar rolly is quite strange.” 

(After checking to make sure the key is inside the case and correcting if it 
is not, you withdraw the casa from your pocket, show it fara mament nd 
then let the three keys dropout) 

“as Taaid canter, Ite tere..." 





(You now display the keys by let. 
ting them rest against the fingers of 
the hand not holding tha ease; you 
then shift your holding position 
slightly sothat the hand which holds 
the case grips the center chain 
through the case between thumb 
and forefinger) 

+ thas my mailbox key, and 
there's my car key... and this center 
aneis my apartment key; thas some- 
‘hing engraved on it Keren, woul уи 
read out loud what's engraved there?” 

Keren reads, Вау Vila, Malibu, 
California” 

‘And you thought of Apaniment SisTwenty- Seven.. would you turn over the hey 
and tell everyone what's inscribed on the other side?” 

Karen torns the key over and reads, ‘Sixaweniyssever.* 

You thank her again for her help and assist hor in leaving the stage. A 
Jine which may be used either before she leaves tha stage or as she is taking 
her scat is: 
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"Nou I know you've never been to my apartment, Karen; and you now youve 
never been there—but (indicating her escort] what уо suppose he thinks" 
NOTES 

‘The line just suggested should only be used if you can do so witha light touch 
and without giving offense; the situation ofthe effect ia strong enough that it 
needn't be belabored. The lady's reactions will indicate how te play itand you 
can omit the line if there is any possibility ofembarrassing her which, as Ken 
Brooke used to say, is just not done in show business. 

‘The foregoing routine can, of course, be used as an alternate with Don 
“Wayne's Room Service effect. The routine Don provides is excellent and the 
prop well made; i's available from him. | should note that this plug is 
unsolicited and represents my ha nest opinion it is, n fact sach a nice prop 
‘that I tried to talk Don out of putting it on tha market. 

CREDITS 
"This routine is basically a combination of the Golê Medallion and Flying Ring? 
effects from the brilliant mind of the late A] Koran. As noted in the beginning 
ofthe effect, he squeeze purse version ofthe Koran keycase la the invention. 
of Don Alan. 





EbrOrsiONA. PristitATions, page 13 and AL Kosas's Lecacs, page 37, both by 
Hugh Miler, 
omarEstonAl PRESENTATIONS, page 109. 


OCTASM. 


CROSS-REFERENGE 
Tapinage: see Urknoum Fouer— page 28 
and Geminighe—page 515 
Doublet: sce No/No.—page 454 
and Trritici- page 751 
Spijoe: see Spuweve—page 594 
лесі вве Rellsamo—paga 571 
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MINDSCRIPT 1: 
The Book Test 


[1982: Tape—1983: Book] 


Er ISN'T MY purpose here to give you an encyclopedia of methods for doing. 
‘the book test For one thing, that's already been done in C.L, Boarde's May 
Mrsrrus Vor. Two. 

Foranotber-a large number ef tie available methods—and there are many. 
forthe book test—are to my mind worthless. 

Tt seems to me that many such tests involve procedures that are completely. 
alien ta what you would naturally de; 1 am thinking in particular of effects 
using dice, counters, nuraber-orcing pads and so forth, Consider: if you were 
really going to ask someone to choose a page in 2 book, you'd do something 
like simply telling them to open a book at any page. Any tome you do some- 
{hing other than that, you have to have either a good reason or an elaborate 
presentation to cover up the methodology. Its better, where possible, to go 
for the more straightforward presentations. 

For the most par, the Book tests tobe described in this section involve the 
choice of a page and word as the pages are rifled; this is an analogue to the 
nillleforce using a deck of cards, and in its application to the book test is 
generally credited to Chan Canasta. 

"j Obviously, we can't all be Chan Canasta; however by the use of various 
fachniques of chicamery, we can create some convincing tests of telepathy, 
clairvoyance and procoanition. 

Ia most ofthe tests to be deseribod, you hold thebook and rifle it, and the. 
spectator looks at a page. The reason your hold the book and he doesn't should 
seem tobe, by means of your presentation, simply a matter of efficiency; its 
quicker if you do It than if he takes the book and looks through it. A secondary 
presentational reston ean be to show how fiir (1) tha selection is. 

these of course are ner the actual reasons-— but il properly set forth they 
will seem so to the audience. 

Note: in what follows {am assuming. onless otherwise spocitid- ho use 
ofa standard foursb-seven inch paperback book, Also vif describe these 
tests, naturally, as! do them; 1do understand that you will adapt them to your 
own method of working. | would euggest, however, that for purposes of learning 
them you try them my way first. 
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mmm iris first test, which is one of telepathy, we use a standard 
paperback novel of about two hundred pages. The only 
Stipulation here—which indced holds true for all tests to ba 
described in this section—is that the bonk doesnot have running 
tiles, author's name, or chapter heads atthe top af each page 
Fit di then when you ask the spectator to think ofthe first 
word atthe top of the page, he might reasonably be confused 
as to whether you meant the fist word in that titling or the 
actual first word of text 

I you must for some reason use a book with running tiles 
or captions at the top of the page, handle it this way: tell the 
spectator to look atthe fst paragraph, saying it may be several 
sentences orjust ona—nkay?—and then to look at the fist word 
in that paragraph. 

“The test as seen by the spectator is as follows 

From your side jacket pocket you remove a paperback book. 
Yow hold the bool up have a spectator corne forward — and you 
riffle the pages of the book. (Im doing this you are holding the 
book with its back tothe audience, and rifling from the back 
‘of the book to the front, Le., toward yourself; as you rifle, the 
spectator wil ee oly the lefthand pages ofthe hook.) He alls 
sop ar some point, you stop the rifle and he looks at the first. | 353 
‘word on the page. 

You drop the book back ín your pocket. 

You tell the spectator to concentrate on the word; from your 
pocket you now remove a business card —you write something 
on tha card —hand it to he spectator writing side down.-and 
then have him announce the word that he's thinking of. 

He doos so, and then st your instruction ums over the card 
and reads ic aloud; of course i hears the same word. 
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At tis point you remove the book from your pocket and drop it on the table 
itis ungaffed and can be examined, though of course you do not specifically 
suggest this. 

‘That's ow the test looks. As to the method—it's a force, The way you do it 
is as follows: 

In your right-hand jacket packet you have a few business cards. Another 
business card is placed in the book, between pages 74 and 75 if you're working 
with a (wo hundred page book, in other words, somewhat less than halfway. 

‘The business card is tacked 
right against che spine of the 
book tine long edge ofthe card 
parallels the long edge of the 
book; the top edge of the card 
ìs about one-half inch down 
from the top edge of the book. 

With the book closed, you 
will note that if you rifle it, 
the business card acts as 
something ofa short card, and 
you can stôp the rifle without 
any trouble at all at the page 
where the card has been in 
serted, 

‘You note the frst word on page 74; the book thus prepared is 
side jacket pocket along with the cards. 

In performance: 

You remove the book from your pocket and hold i as previously indicated. 
With your forefinger you riffle the pages and the spectator calls out stp. You 
stop at the force page, of course, and tll him to look atthe first word on the 
page facing him, which willbe the word you have previously nated, You replace 
the book in your packer. 

You talk for а few momenta sbont how the spectator has to visualize the 
word, Jeter by атат апа then you each into your pocket апа remove a 
business card... 

in fact what you ûo is to remove the business card fiom the book. This 
very simple; just let your thumb run along the top edge of the book until 
you feel the break and then the thumb goes in and draws out the card. This 
is best done by first sliding the card a bit aut from the spine and then 
drawing it upward. 

‘You take the card from your pocket and on it you write the force word. You 
hand iL io the spectator writing side down—you have him name the word 
and then he turns the card over and reads i aloud. 














placed in your 
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That's ail there is to the basic structure ofthe effect; however; let's go into 
itin abit more detail. 

Obviously, this affect standa or fells on just how convincing the riffle foros 
is; ifyou have scen people doing the riffle-force with carås you know that it 
looks either extremely fair or exiremely obvious, We are going to try here to 
develop ways to make it seem extremely lir. 

Firstofall—by how tightly you held che book i the eft hand, by hoi deeply. 
{nto the thumb crotch you hold it, you can control with what force the busi- 
ness card operates as a short card. This is important; you don't want a sound 
like a click, or a small pistol shot, to go off when you stop at the foros paga. 
What you do wamt is the minimal amount of differentiation that wili afiow 
you to stop at Ht without fall. The ‘click! is alse a function of how far back you 
bend the pagea whan you are doing the riffle. In about an hour of experimen 
tation and practice all of this can be learned well enough to show you just 
about the right amount of force required. 

‘The other half of the technique of doing the ziffle force—the timing is 
somewhat more difficult, because here you're interacting with the spectator. 

Tt is my suggestion that if you're ging ta perform this effect, you first do 
another effect with the same spectator. The reason for this is to establish 
reaction time: does the speciater immediately da what is instructed? Doos he 
cr she pick up on what you aay immediately? Or ls your spectator, to put it 
politely, a lite...siow? 

Ifthe spectator is slow, or dull, you pick someone alae for this test, because. 
the quicker a response you can get—and the faster you can therefore rifle 
the pages—tha more convincing itis. This is because, ifthe riffle is done fairly 
quickly, the audience finds it much more dificult to differentiate the point at 
which the spectator says stop from the point where you acrually do stop. 

For that reason you don't want someone who's slow—or goofy—or giggly: 
you want someone who's willing to cooperate to some reasonable degree, and 
who's interested in what you're doing. 

(NOTE 1993: You might wish to practice this technique in live performance 
by using one of Larry Becker's excellent Flashback books, or a similarly pre- 
pared peckbook. This way you can attempt the riffle force and, should it fail 
immediately proceed with the word divination using the pock principle.) 

Related to this—an angle you may wish to experiment with is to covertly 
watch the spectators lips and jaw. Just before the spectator speaks to say step, 
there will be a slight movement, a tle twitch we might say, of either lips oF 
the edge of the jaw. This varies with different spectators but you may find it 
‘useful. Obviously, i'you have done a previous effect where this spectator was 
required to tell you when to stop or stat doing something a dealing offect, 
for example—then you know how this individual reacts and may or may not 
“be ablato uso this, as the case may be. 
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In doing the rifle force, you have (he back of the book directly toward the 
spectators eyes, faton, so that as you're riflling they cannot see the page 
numbers. The reason for this is as follows: from time to time you will run 
into a spectator who, ater you've done the rifle force and stopped at the force 
position, says, ‘No, I don want hat page; T want ons a few pages back” 

At this point you will realize ta things: the first is that you've made a. 
‘bad choice of spectator, and the second is that you now have to get yourself 
out of trouble, 

The way you do this is as follows: 

With your most beatific smile, you say, Certainty ап ran back a few pages. 
until the spectator indicates satisfaction; when he does, have him look at and 
remember the frst word on the page. You then let the book close and drop it 
fon the table. 

You reach into your pocket, take one of the extra (loose) business cards, 
and write on it the force word; having done this you place the card writing 
sido down on the table, 

‘You now ask the spectator to announce tà everyone the word that he was. 
thinking of. (Note: it is not Tl! me what you're thinking of,” brut “Tell the audi- 
ence what outre thinking of.” He might not feel like telling voud 

He does so, and your smile becomes, if possible, even more beatific. 
“Excellent,” you say, “e's ty i with someone elas.” 

You now go to some other spectator with the book, and execute the riffle 
force. 

‘You then proceed on a variation of what you might have done originally; 
‘you put the book back in your pocket, extract from it the business card, and 
‘write on the card the word just announced by the first spectator 

‘You drop this card on tap of te other one on the table, The second spectator 
announces to everyone the word be chose, you pick wp the two cards and hand 
Шеш to another spectator to road aloud... 

and again you have triumphed. 

‘By not letting the spectator actually see the page numbers as you riffle the 
‘pages, you avoid more than one potential problem, as this also prevents him 
‘from reading anything as the pages go by; obviously, fhe saw what е то 
ond was it would seem abit peculiar nat it turned ovt o be the word chosen 
by the second spectator 

should be pointed out that such a spectator as here described may not he 
tying lo be difficult or perverse—he may simply want the froeat choice. 
possible, and have no idea that this is going to make any difficulty for you. 

‘Do remember that spectators don't know the restrictions of your methods 
therefore—if for example you're been shuffling a deck and yon hand itto a 
spectator and ask him to cut it-and he shuffles it-it doesn't mean he's out to 
eto ‘It may simply mean {hat he was so very certain that you were shuffling 
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‘the cards fairly and thathe couldn't imagine that his shuffling the cards would 
make any difference. 

‘Also you must aceept that sooner or later, în any effect where you give 
spectators instructions, thay are going to misunderstand those instructions; 
you therefore should always research any effects you're actually going to use, 
ta figure ont what you will do їп that event. 

Tmight orther point out that this ts a good way to determine the practicality 
ofany given effect; tha more instructions the spentator hasto fallow in order 
For the effect to come off successfully, the less practical it is. 

“Torolate all this back to che book test—the reason that you have the spectator 
think ofthe very Arst word on the page, and not ‘add the page numbers tet 
count down to thar Ting, ee is simply that the mare opparminities you give 
spectator to make a mistake, fhe more likely it is that such a mistake will occur. 

‘A number of spectator do not count very well—some of them don't oven. 
zead vory well—and for reasons too complicatad to ga into hera, yon wil find 
them populating your audiences in ever-increasing numbers. 

Lest you think I am overstating the case, a brief anecdote: 

T know that many of you are familiar with Al Mann's excellent book test 
called The Lexicon Phenomena: for those who are not, it isa dictionary test 
involving 2 word power’ list of four hundred pairs of words, one pair of which 
is chosen and locked np In che dictionary by the speciaor, the performer dien 
divizes the words, 

Not too long ago (written in 1983) Mr. Mann himself performed this effect 
atthe Magic Cass enda fev times during the week he ran into abitof trouble 
with št, not through any fault of his ovn but because he happened to get 
spectators who didnt know how to look words up in a dictionary; they did not 
understand the plan on whieh a dictionary is arranged. 

Now-you may laugh- bu: this isa very real problem and one which you. 
should take into consideration. 

I should also point out in this connection that for those af you who do 
such effects as the addition test using the Dunninger/Baker Slate, Add- 
ANumber, or other such davices, be advised that addition ig likewise 
becoming an arcane skill... 

so if Jou want to do this sort of test, irs probably wise to use much tems 
as Bob Mason's Prodicta‘Total or Mann's Addition Slate where you do the 
‘addition and the spectators simply fellow along, nodding their heads dutifully 
whether or not they are actually doing the addition, 

(incidentally, 1 wish 1 had a nickel for every mentalist lve seen who does 
the addition effect and, when the spectator has added wrong, says, Uh, uel 
ou, wait a minute, leached that, “and goes through the numbers agatn coming 
‘up with the cocrect total. The immediete question that suggests itself is: How- 
did the performer know the aiding had been done wrong unless he knew what 
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the total was supposed to be? The aura of mystery, you may imagine, is 
somewhat dissipated. 
Nowand none too soon, T hear you say--lot us return to the book test 
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(impromptu) 


tire wer going o consider prediction routines; our fist one, ike 
he previous cect, usos a paperback book of o hnindred pages. 
or so. This book is unprepared. The only other requirement is 
adeckofcards likewise onpzeparcd, Both cards and book can, 
infact be borrowed immediatety before doing the test, and the 
effect is thus completely imprompmn. 

"The effect looks like this: 

You take a card from the deck in your right hand, and pick 
up the book with your left; vou hold the book with your fin 
gers along the spine, which is parallel to the loor—the open 
side of the book is upward. The back of the book is flat-on wo 
the spectators. 

You say that you ate going to place the card in the book at 
any point a spectator specifies; you briefly demonstrate this 
action. Bofors that selection is made, you say, you'l write a 
prophecy. Yon write something on a piece af pape, fold It up 
and hand it to someone to hold. 

"Taking up card and book ayain, you do as you sid you would 
you riffle the book with your let thumb and, very fairy, at | 359 
whatever point the spectator species, vou placa the card into 
the book. The spectator has beon scatad throughout this pro- 
cedure, but you now haveher come forward—yourifie through 
the book to wharo the catdlies—she looks atthe frst word on 
the page—the spectator holding the prediction opens it and 
reads it and of course you ace correct. 

In fact, this must be onc of the few book tests that depends 
ona double Tift. 
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When you take the card fom the deck in your right hand, you take two 

cards as one; you are holding them face wp, gripped along the right hand edge 

between fingers and thumb. 

As you talk about what 
‘you're going to do, you seem- 
ingly suit the action to the 
‘word; you rifle through the 
book with your thumb—at 
‘one point you stop and place. 
the two cards into the book as 
ons; the cards go inbackto the 
audience (you are holding 
cards and book vertically); 
you now remove the rear card 
олу (а, tho card hose back 
the audience just saw) As you 
do this you spot the fist word on tle left-hand page, (In this case It could be 
the right-hand page if you wish—bat let's keep matters simple ) 

in any case, havin removed the card, back til to the audience, vou place 
the book dawn on the table and put the card face down on top oft. Now You 
write your prediction ofthe noted word and hand it to a spectator to hold. 

Picking up the card in (пе right hand and tke book in the left as before, you 
ave a speciator call stop as you riffle the pages and you very fairly put the 
‘card in at that point Une back of the card, of course, always to the audience. 

Now you have the spectator come forward and you riffle to the page, Of 
course you riflle to the page where the first catd iles—the one whose face 
was seen by the spectators—and in doing thia yon follow the very simple 
rule of riffing from the side nearest the force card (if the force card is 
toward the front and the indifferent card is toward the rear, you riffle from 
the front—and vice versa). Your riffle wil] automatically stop at the point 
where the card Нев. 

You make no point of the fact at this is the card they originally saw; of 
‘nurse i ist You do not want to ever-prove anything; but the idea that it is a 
specific card will register to imply that you've done no switching or other 
chleanery, 

You have the spectator read the words aloud; you naw do a very brief recap. 
and then direct attention toward the spectator who holds the prediction. As 
everyone focuses on that person, you apparently toy with the card and book. 
Actually, you remove the card from Pe book and rifle to the other card; you 
drop the card you hold into the book next to the one already there. 

Then, seeming to think better of it, you remove the two cards as one and 
place them back on the deck, 
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‘Thue—the hook ia now clean, the cards aro back whera thay should ba— 
айз well with the world, 

Now itis in the nature ofthis particular test that about twenty-five percent 
‘ofthe time, when the spectator calls stop, you will stop where the hidden card 
lies. Ifthis should happen you simply put the indifferent card in behind the 
force card, square them and hold ther aa one with your thurab while the 
spectator looks at the force word. In this case your cleanup is much simpler 
as the two cards are already together. 

‘When, inthe course ofthe effect, you are doing the riffle, do have the back 
‘of the book almost flaton to the spectator as described above. You do this so 
that ahe will not be able to ene jst how deeply into the book the card goes; if 
уой are really worried about this you can simply pick another spectator to 
‘come forward and look at the word, 

In this test it is the specific identity of the card that strengthens the force 
angle; Is therefore possible to apply ths procedure to other approaches. You 
‘an, foe example, use a spoctator's business card, if you have another blank 
‘white card ofthe ame dimnensionssince the spectators wi only see the white 
back of the eard—you can see how this would work. 

“Another approach—possibly less practical in some sonses—is the idea 
of using credit cards. Credit cards from the same company do have the 
advantage of all looking alike and being highly recognizable and unique 
nevertheless, but itis difficult to hold two of them together as one; yowll 
have to play around with this. 

(ther cards that could be used would include club membership cards and 
driver’ licenses; the whole concept behind euch items is that they are gener- 
ally Identical in appearance but also one-of-a-kind objects, and therefore the 
{dea of a duplicate Is subconsciously discarded by the spectators 

‘Whatever you use, again, do not make any point of the uniqueness of the 
card or otherwise draw specific attention to 1t let the spectators realize that 
for themselves, Thus, to go to any particular lengths to get a specific business 
carà, etc., to nse, is probably not a good idea. Let this part of the procedure be 
avery casual, offhand thing, 

You could, of course, carry around your own deck with one duplicate 
card—ora supply of cards to match decks vou zight encounter —but | feel 
the real valus of this test is that it is totally impromptu, requiring no prepa- 
Tation ofany kind. Used this way, | think you'll find ita worthwhile addition 
to your repertoire. 

NOTE 
1f in doing this effect, you happen to be handed a deck with a very obvious 
oneavay-back design—a horse's head, for example—do make sure that the 
backs of both cards being used are oriented the same way; otherwise—during 
the cleanup phase it might seem that the card magically turned end-for-end 
in the book; an interesting effect, perhaps, but not the one 1 assume you wish 
to create. 
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emit You show a paperback dictionary of approximately eight hundred 


Pages; the one I use is the AMERICAN HERITAGE DICTIONARY. 

You also show a sealed pay envelope which, you explain, 
contains your impression of an event that may happen 
Asking for the initials of some spectator, yon write these as 
large as possible on the face of the envelope; you then take 
the anveinpa in the carne hand which helde tha dictionary— 
which Is to say, the left hand (the envelope is clipped 
between first and second fingers). 

Approaching spectator youbogin trifle through the pages 
ofthe book, using the first finger ofthe other hand, indicating 
that he should stop you wherever he likes; he does so. 

Now here's whore things get interesting. You ask him to call 
ont the word, You them ask, ‘Do you like hat word -or wou you 
ke to reject it and choose another? Let's presume he says he 
would lke to change his mind, You continue the riffle; again 
be stops you at whatever point he likes; again you have him 
call out te word; and again you ask if he is satisfied or if he 
would like to make a further choice. If he says he would like to 
make yet another choice, you proceed as before, until finally 
he is satisfied. 

and it is crystal clear that he has had an absolutely free 
choice. 

This having heen established, you tear off the top of the pay 
envelope and extract a folded index card. You reiterate the 
spectators choice (he had, of course called off the word him- 
self) and then unfold the card. There, written in lare! letters 
‘with magic marker, is he same word, 

The envelope is otherwise empty and though you da not 
suggest can be examined by anyone. 
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As you will appreciate from the description, there Is no rasvziter work: 
and there is also no pocket work, 

‘The general methodology in is 

While the spectator apparently has a completely tree choice of words, 
he is actually limited to only ten; the predictions for those words are in 
the dictionary itself 

"There's Hide bit more to it than that... 

«You need, rst fall a paperback dictionary as described above; you also: 
neci ten index cards, a magic marker, and a pay envelope ofa size to com. 
fortably take an index card when it haa been folded into quarters. 

Open the dictionary to page 74; note the Mrs word on the page and write it 
none of your index cards. Tura to page 150 ard repeat the pracose; continue 
‘his, going seventy-five pages at a jump, through the rest of the dictionary, 
always using the first word on the left-hand page. As you write cach prediction 
‘card yoa fold it once each way, making sure the cresses ate very sbarp. 

"The sharp edges of he fold are to insure that the folded card will Ke as lat 
as possible 

‘This dono, you insert the folded card inthe dictionary at the page bearing 
йэ rend. Yl positioned, la fat, much as was the business card in Rifle No, 
4—which is wo say, Iti pushed right in next tothe spine, and with the top 
edge ofthe folded card about half an inch down fram the top of the book. Th 
doing this position the card eo the long edges are against the spine, the single 
fold nearest the outer edge of the book. 

Your only other preparation ls to seal the pay envelope—empty. 

‘When al the predictions are in place i the dictionary ¢ may soem to bulge 
or show obvious breaks. There are two things you can do About this. the first 
isto make sure you use the very thinnest Index card stock you can find (or a 
heavy bond paperstock)—and the second isto put the book ina clamp orunder 
a heavy weight for some time, 

Tahould also point out ihat these breaks when visible at all are only apparent 
from the top edge ofthe dietionary—so, if it seems necessary, keep tho top. 
ейге of the book tilted slightly toward yourself, You will recall that you are 
working with a seated spectator; therefore, when he looks at the book you held 
dn natural fashion at cheet level his gaze will perforce be umae it will thus 
be impossible for him to see the upper edge of the book, When the spectator 
Jooks at the word his gaze is in from the side, not down from the top. 

In performance you follow generally what was given in the effect descrip- 
tion. You ask fora spoctator’sintals—usually those ofthe spectator who youl 
have make the selection— and write these as lage as possible on the manila 
envelope. You clip the envelope between first and second fingers of the left 
hand which, you wilt recall, also holds the dictionary. 
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Now you begin the rifle-force procedure. What you do, of course, is simply, 
10 riffle to the first break (whioh, since you are riffing back to front (toward 
Yourself) as usual, Wl be tho one at pape 750 or thereabouts). If the spectator 
calls stop at this point, fine; iF not you continue the riffle —without interrup- 
fion—to the next break, and continue until he tells you to stop. 

When he does—which will almost cortainly be within the first two or 
three break points~you pull back the corner of the page so he can see the 
word. Since the folded prediction is pressed against the opposite page (the 
one nearest him), he won't be able to see It. At your behest he calls out 
the wordcand now you give him the option; does he want this word or 
would he like to go on? 

(in order to strengthen the final effect you may actually wish to goad him. 
{nto going on, pechaps acting arrogant or auparrilious—urless, af course, this 
îs your normal mode of performing..." 

Tn any case... 

letus say he wishes to continue; you proceed with the riffle, stopping at 
the next break-point afer he calls stop. Since there ara ten such points in the 
book, and your riffle is a fairly brisk one, this can be done in avery convincing 
and fair manner. 

Also, of course, the vory point that he ean change his mind as often as he 
Hikes (or so it seems) eliminates the idea of a force and takes the heat off the 
riffle procedure itsel 

Finally he indicates that he wants the word he has just called out. 

At this point your right 
hand takes the envelope from 
between the left fingers and 
places it in the break in the 
dictionary as a bookmark, Jet- 
ting tho dictionary then close. 
In doing this you insert the 
envelope behind (from your 
point of view) the prediction 
card. The envelope projects 
about an inch from the tap of 
the book 

You talk fora few moments 
about the test, the freedom of 
choice, ctc.—and iadoing this 
you point at the book with your right hand, then gesture te the spectator—in 
Other words use your right hand enough to justify the action of placing the 
envelope in the book momentarily. Ifyou are working with a table, you might 
put the book down for a moment as you tulk about the conditions, if you use 
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this thought, mate cure the book is clearly visible at the font edge of the table 
so there cen be no thought of aswitch or substitution. 

Completing these histrionics, and with book in hand, you reach into the 
book and remove the prediction envelope with, of course, the prediction 
‘behindit. In doing this your right thumb will have slide the folded prediction 
card slightly to the right so that it will be centered behind the envelope. This 
is not ar all difficult, 


‘Your loft hand places the 
dictionary down on the table 
or replaces it in your attaché 
case, You {hen take the enve- 
Tope, prediction stilt behind 
is into che left hand, and 
your right hand now rips off 
the topedge of the envelope. 
Your right fingers go into the 
envelope, the thumb going. 
down behind itand pressing, 
against the prediction card. 
Apparently you svtrart tha predietion fram the envelop; actually, af aerae, 
‘you pull up from behind. 

‘You drop the envelope on the table and unfold the prediction for all to read. 

Now—thatis the general methodology and procedure forthe Fist version. 
Before we go into the other approaches, a couple of points: one might wish 
to write a prediction along the lines of,“ predict hat on the night of November 
14th a certain person will choose a word from a dictionary and that word wil 
be [whatever] * 

‘There aze a couple of things wrong with this—the firsts that most of what 
you are telling hem they already know; they ve seen it happen. The second 
is that if you've got all that writing, the prediction word itself will have to be 
‘written fairly smal, and thus the audience instead of being able to read the 
word for themselves—will have to take the word (figuratively anû literally) of 
the spectator who reade out the prediction! 

Whenever you can avoid this 'mentalism by testimony" rather than by 
direct experience, it's for the better. 

‘The second point I'd like to mention is that, since the preparation for this 
test ls really rather elementary—you simply have to write ten words on cards, 
fold them and stick them in a book—it can be done with a borrowed book. OF 
course, if you should do this, you will have to make sure you have an oppor- 
tunity to remove the unused predictions from the book before returning 
it... otherwise it Just might land a clue to the method. 

‘a simpler way to usc the ‘borrowed book’ angle îs to have a few of your 
own copies of current bestsellers prepared; when you get to the venue you 
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borrow a book matching one of yaur preparad books—at some later point yor 
simply bring out your own prepared book, use it, toss itback into your attach 
case—and after the show return the borrowed сару, 

| should point out, however, that the procedure ofthis testis seemingly 
‘completely fair that you really don't hava to werry about tho added point © 
doing it with aborrowed book. Tdon't think it makes any difference whateve 
1o those spectators who are aware that you are using a borrowed book. Dc 
remember that they have proof positive that the spectator making the selec 
tion doss have a fres choice—so that even if there were stich (hings as gaffec 
‘books (perish the thought}, they can't see how such a book would help you 

‘The only thing that could be called a move in this whole routine isthe actior 
of extracting the prediction (apparently) from within tae pay envelope. Since 
pay envelopes are rather cheap, Tsuggest you seal a dozen or $0 folded card 
genuinely within these envelopes, and then tear the envelopes open anc 
extract the cards while watching yourself in a mirror so that you can see wha 
the real action looks like. This done, seal up a couple dozen empty envelope! 
and practice the fake removal. Since this is the only real work you have to do 
Ses worth a bit of practice. 

Itismotabsolutely necessary that you do this with a sealed envelope; if yot 
use at usa oie, vere, ake sure de Tap ss cease sharply s6 1 WIT 
ie flat when you're putting the envelope in the book. You might want to play 
around with the following alternative handling 


PEEKQUIVALENT 


eam Here's anathor version ofthe same general ist 


Im this presentation you hand the prediction envelope to 
someone to hold, Again you riffle the book and again the apec- 
tator has a choice as to where you stop, though in this case the 
word is not read aloud. When te spectator choosing the page 
has madde a final decision che does read off the word—the 
spectator holdin the prediction opens itis, ofcourse, correct. 

As youll note, che major point—aside fom the prediction 
being heldny aspectator—is that the person choosing te word 
doesn't get to Took ar che placas she stops until she's made a 
final decision. 

"The reason for that ia simple one, as with the previous test, 
уой have a number of breakpoints; in this case, however all 
The words are smonyms 

For example: in a boak T used for this test several years ago, 
{as able to find in tho upper Tel comer the words SHIP, BOAT, 
YACHT, LINER and FREIGHTER. The prediction itself was 
simply a line drawing of a boat and talked about Itbaing the 
1 ple Tl eceivedinamy mind arlerin feda... b facilitate 
the rifle force I had five cut-down pieces of index card stack 
into the haok at the appropriate points. 

Cn aater variation ofthis, which you may think i painting 
the lly abit, | punched holes in the bottom of hese partial cards 
and altached threads to them; these threads were led out at he 
bottom ofthe book and tied together in a knot. With this prep: 
ration—after the word selection I would extract something from 
‘my attaché сазе, the hand holding the book rosting on the open 
lid ofthe case, with the outside of the lid facing the audienco; 
my other hand would simply reach up and grab the threads, 
palling the five breskecards out of the book. The book could 
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then be left behind for anyone to look at, Trust me—it isn't worth the 
trouble.) 

Now Lwil! not pretend to you thatit is easy to locate a book that hasa number 
of synonyms in thc upper left corner of the left page as required. lt can be 
done, however; I have found such books a few times, Your best bet might be 
a genre western or combat novel, where a number of synonyms for gun would 
be likely to appear 

{should mention that the particular book I used was a novel in which 
the central character was a sailor; this was not obvious from the title of 
the book. Similar books may be found where much of the action is focused 
‘ona specific profession, 

does take 2 good deal ofefforc to find such books, but who ever told you 
that mentalism was easy...? 

However, there are nthor approaches to this methodology. 

for example: 

Ihave beside me as I write a copy of the 1979-80 revised edition of TV 
‘Movies, edited by Leonard Maltin, a paperback edition published by Signet 
(451-£8293); cover price $2.95. You should he able to find it in a used 
bookstore. 

Having acquired the book you look om page 170, Ње rst movie you see 
described in the upper left corner is DIAMOND HEAD; if you turn to page 634, 
and look in the same position, the movie described is Skrınck, These tw 
Films are of interest to us because their featured performers are Charlton Heston 
and Yostre Mimietwein both films. 

For your prediction, gp to a movie memorabilia shop and purchase a still 
ftom one film or the other which features the two actors together in the shot. 
‘This should ie one in which they are not wearing identifiable costumes or 
‘uniforms that would defintely place them in one film or the other You should 
also caption them with rub-on lettering for the few people who may not 
recognize them, 

In this method you only have the two options—so what you do isto rifle to 
the first break (page 634), if the spectator stops, all well and good, If not you 
simply continue on to the other one; the spectator does stop you at the fist 
‘break, you then have the option asin previous tests of asking the spectator if 
he wants you to continue, 

he dae, there's a slight variation in handling, because you've got alo 
‚гек between 634 and 170—ao you begin talking to hir along the lines of “I 
understand hat yi lik to have another choice so well continue olt fhe pages 
{0 by and you say slop whenever yeu like...” Well, by the time you've said that, 
‘or something perhaps a bit more scintillating, you're now fairly close to 170 
andso you shutup and wait for hirn to call stop—and then conclude the riffle 
force aa usus 
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Of course, you've inserted pieces 
of card to enable you to stop at the 
two force pages. 

(NOTE 1993: You might wish to 
adapt a Richard Himber notion! о 
this effect by mounting the picture 
‘ona white card, leaving ablank area 
atop and bottom. In the upper area 
you letter DIAMOND HEAD and in 
the lower SEVJACKED. This predic- 
tion is than sealed in am envelope of 
just such asize to take it comfortably. 

You open the envelope by cutting 
off one end with a pair of scissors; 
needless to say, you cutoff the end 
bearing te tide not chosen, and thus 
‘you ean remove a photo of the two 
stars which bears the title of their 
selected film, 


TE you plan to do tio offesi az a regulat program itam, it would probably 
make sense to hava the prediction reproduced with good quality photocopies, 


since you use ons each time) 


Another approach to this methodology might involve a music catalog; which 
would have the same piece lsted at widely separated points as performed by 
Gifferent artists, thowe would have to be instrumentals, as vocals would be 
identifiable as particular artists, and the piece would have to be a highly 
recognizable one... one of the ‘greater of the Fifty Great Moments in Music. 


—(——— 137. 
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Se For our final version of this particular teat we're going to use 2 
concept of 1.8. Thompson—Jet Thought 

In Thompson's original effect you wrote a prediction on a 
‘card and sealed it in an envelope which had been shown 
otherwise empry, and set it out on display. One of five cities 
‘was chosen; you then opened the envelope, extracted the 
prediction and it was seen to be correct. 

In fact, the original rnvrinpe was cwitched for à second 
envelope which contained the five possible predictions. Four 
of these five prediction cards had successively wider strips 
trimmed from the long upper ede; this meant that when the 
five were stacked together, the roni" one being tha shores, 
they formed a sori of index—so that, when you opened the 
‘envelope, yon could reach in and without looking quickly extract 
the correct prediction, 

Tn the Thompson method the original envelope was switched 
by a slelght-ofhand technique vaguely akin to a top change; 
however, the same thing can be accomplished with the stan 
dant fapless envelope switch, atechnigue with which you are 
undoubtedly familiar 

‘The preparation for this version of the testi 

‘You select five points in a dictionary—write the first word 

370 from the lefthand page on your five cards, trimmed as indi- 
‘ated above; Che cards are placed as a stack into an envelope 
‘which in turn is put on a packet or envelopes. One envelope, 
Bap cutoff, is put above the loaded envelope. 

‘The five force points in che dictionary are prepared with 
pleces af index card as previously described. 








Pas not eser n this volume, Joe Thought was acignaly musketed 
‘rough Ea Moon and wis later poblihed in Pllbecers Review Folio 
No. 8. page 497. 
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You show your prediction card 
and insert it into the flaploss 
envelope. 

(Two points: when you hold 
be cand, grasp x along the upper 
edge, so that the audience cannot 
tell exactly how wido itis, For the 
same reason yov use double. 
blank index cards, not lined 
ones) 

Having inserted he prediction 
inthe fapleas envelope, you take 
the second envelope by the Map 
and pull t free ofthe stack. The 
other envelopes are placed asida 
and the prediction envelope is 
put on display in a clipstand or 
























You proceed as before, rffle-forcing one ofthe five break: points—and asin 
thefirst version you cam have the spectator read of the words if you wish before 
{deciding against them. When he’s made his decision you pick up the enve- 
Tope, open it and extract the correct prediction. 

‘The spectator now calls out the word, and you turn the prediction card 
around 

obviously, since you know the order ofthe breakpoints in the dictionary 

‘and of the predictions in the envelope, you don't have to ook at ether of them 
doring the necessary actions. If thero was only one card in the envelope you 
‘wouldn't have to look at it to extract it; your actions therefore must simulate 
that honest extraction. 

Do maka certain that your prediction envelope is of sufficiently heavy stock 
‘hat whon you've extracted the prediction card the audience can't sae the 
shadow uf other predictions within. 
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(NOTE 1993: As an alternative to the Jet Thought procedure, you might 
use my Penta’ which you will find on page 847.) 


Since you're using five predictions rather than ten, your dictionary should 
be around four hundred pages; many such are available. 
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AMA ove a5 = change of pace 1 will describe a telepathy-clairyoyanco. 
routine that ve used for over twenty years. Itemploys a paper- 
‘hack ook ands a combination of ideas from Tony Corinda and 
“Tom Sellers 

For this you need two things: 

‘The first is a Chromatic pen. This is a slim ball point pen. 
(available at most seacioners) wills, chuugls it appeara te have 
Only one writing element, actually has two. One of these 
cartridges is emptied. There are two ways of doing this: (a) 
simply scribble with it uni itis written dry or (b) ream out 
the ink by inserting a thin wiro, and then let the cartridge sonk 
in alcohol until i can be rinsed clean. In either case you must 
make sure that al traces of ink ave gone and the empty cartridge 
leaves no marc. Depending on whieh cartridge you extend, you 
cam have the pen write or not write, as you wish. 

"The second item required is a paperback book of one 
hundred fifty to two hundred pages. 

Since you are going ta deface and dustroy a couple af pages 
în the course of the routine, this should not be a valuable book, 
atone you can afford to destroy... a biography ofa sports ñg- 
ure with a drag problem, for example; there aze a lot of those | 373 
available. 

To prepare: 

Extend the writing cartridge af tho pen, open the book to 
вош the center, and make an X which completely fills one 
‘page—one line goss from upper letto lower right corner, the 
other line vice versa. 

Note the word where the two lines intersect at the center and 
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1n performance you show the book and open it to the back page; using the 
pen in writing mode, you make a large X on this page to show the spectator. 
what you want him to do. You then hand him the book, tell him to place it 
behind his back and to open itsomewhere around the oenter (It may seem 
odd te make a specific request like this—but you don't want him to open the 
book justa few pages in; if he does, when you show the marked paga he will 
know that this is not where he marked it. 1 have never known any spectator 
to think these was anything pacoliar about this request.) 

‘As he's making this selection you switch the pen inta nonwiting mode; 
this is dome by simply twisting the upper part of the pen, 

You hand the pen to the spectator, he places it behind his back and makes 
an X as requested. You then tell him to return the pen to you so he can do 
Something a little further. 

Now you tell him to open the book again, but this time away from the 
center—so, you say, he will notchoose the same page, Having done this he is 
{rip this page out ofthe book, place it against the feont ofthe book, and bring 
itout; you point out that in this way you can't even get a glimpse ofthe back 
ofthe chosen page. 

During this you switch the pon back into writing mode. 

You hand the pen to Rim aul selt shu lw galî maka an X, completely 
filling the page, as he did before; then he is to note the word where the 
bwo lines intersect 

He does so; turning slightly away fora moment, you tell him to put down 
the book and fold the page ance each way, writing side (X d side) inside 

As he dees this you point out the difference between telepathy and 
‘lairvoyance—that telepathy is the sensing of a thought in another mind 
without an object being required—Whereas clairvoyance is the reverse, the 
sensing of infocmation aboutan object without another mind being involved. 
in the process. 

Ofcourse, now he has in his mind a particular word—the word represented 
by the folded page. You say, "Since were going to try telepathy first, the object 
has to be destroyed” At Ihis point you take the folded page from him. (Note: 
You do not ask for it— you rake it) You tear the folded page into bits and let 
‘hem futter to the ground... in doing chis, as youl hardly be surprised to learn, 
you execute the torn center. 

You now pickup the book and say that i you're successfal wid the telepathy 
you will ery the clairvoyance tast, whieh 1s, of course, much more difficult 
As you're talking you use the hook as a sereen, opening up the torn center 
behind it and noting the word that has been Xd. You then proceed wlth the 
telepathic divination in piecemeal fashion, during which ime you refold the 
Center and fingerpalm it 

‘You hand the book tothe spectator explaining that now you will try to divine 
ic word at üie X4 page stili the book, a word known to no one, 
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With appropriate acting you announce the foree word on the X'd page which 
you noted during preparation of the book—the spectator Inaks through the 
book, finds the marked page... and of course you are correct. As you put away 
he pen you dispose of the palmed center. 

You will appreciate that, as ong as yon carry around the Chromatic pen, 
you can prepare for this test in about three seconds fat. 

It may occur to you that since the clairvoyance part of this routine is 
brought about by a fore, it can as well be done as a prediction. Indeed it 
could... bat there are a number of good prediction effects about, not very 
many good clairvoyance tests; 1 think you will ind this to be most effec 
tivo presented as indicated. 

CREDITS 
“The prexd word and non- writing pen idea is Tom Sellers” and the application 
ofthis idea to a Chromatic pen appeared in PrediclO, a marketed variation 
ofthe sellers effect by Harry Lorayne; the X'd book page is Tony Corinda's, in 
irs application to he centertear* 


Этиш elles Nba Ac Hook Tem, sleasod a8 No. 9 ofthe Thayer Tock OF The Moth 
Chap, sero senta (Voreh 133). 
see The Gro Fusce w Tav Stats To Mita, pue 211. 
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SE The Tost part of this section will be something of a potpourri, 


Regarding the very first test described. there are a couple. 
‘of other tests you might want to think about combining with 
this, The first is Кау Hyman's it appeared in his June 1952 
Linking Ring Parade, and 1 refer you to that source for fall 
presentational details? 

The concept we're interested in, however, is this Ifyou hava 
business card on which writing has heen dona with a so lead 
pencil, and this card is used'hy a spectator as abook mark when 
he chooses a page—then rha spectator extracts the card from 
the book as you grip it firmly, it will leave a mark not unlike 
daub. You can then, of course, locate the chosen page—and if 
‘he Bas locked at a specific word, such as the first word on the 
‘page, you will be able to name it 

Since we have precisely that situation at the conclusion of 
Mybook test, the Hyman test might be a very nice follow-up. 

‘Another test which uses a book and several small white cards 
is described in THE MENTAL MAGICK OF Basti HORWIVI since 
itis sill onthe market I am not at liberty to disclose the method. 
However il you can acquire it you will sce how nicely it would 
fit in with the test we've been discussing. 

SidesidAl 
Now let's look ata cambination ofa couple of book tests which 
[think will amuse you even if you never use it... 
both of them involve the use of vest-pocket dictionaries, 
smaller than the ones we've been using in previous tests 
they're abont an inch and a half wide by five inches tall 


vol. 32, Na 4; page S8. 
‘rage 9. 
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“The two tests are Sid Lorraine's 40,000 Words” and the Al Baker Dictio- 
mary Test 

în Lorraine's effect you have someone write a word on a card and then insert 
the card into the dictionary; at some later point you divine the word. You can 
25 this because the back cover and all the inside pages have had a window 
Stout; through which you could read the writing on the card, 

The Baker test had bro phases; in the first the spectator chose a page rumber. 
by calling t aloud—you wrote dawn a word on one ofa stack of white cards 
‘you held when the word atthe chosen page was checked, your noted word 
as correct This could be prevented either as telepathy oc precognition. This 
Jas accomplished by having a cue-list printed on ro of the white cards in 
the stack you held 

Thesecond phase involved a postcard which was inserted into tho dictionary. 
wherever tho spectator indicated; this postcard had attached to it an extra flap 
‘with a page from the dictionary glued to its inner surface. In this way, when 
‘you opened the dictionary at the point where the postcard was inserted, the 
Spectator presumably saw (he page he'd chosen; actually, of course, he was 
joking at the page mounted оп ће Пар 

My thought for routining these is simply this: 

‘You perform the frst phase of the Baker roubine, volving the enedist. A3 
‘your prediction is being checked, you switch out the ‘solid! dictionary for the 
Lorraine dictionary with the window. 

Now you proceed with the second phase of the Baker test, involving the 
faked postcarā. The point of all this is that the spectator has an apparently 
fee choice of a page—you open the dictionary at that page—and you then 
‘proceed with the divination. 

‘Thus, in addition to exeeuting the necessary force for the second phase of 
the routine, the postcard gafë makes the dictionary veem ordinary when iis 
anything but 

Following this, you can immediately go into the Lorraine routine making 
use ofthe window. You might logically enough use a duplicats ungafTed post- 
card for the spectator to write on- 


азила Ряопсл минта, Ента, page 71 
7A rrarketed tem, which eventually seas included în Burng Mule Encrcierzpie 
Dictiosany OF Mexcaus, Vot. 2; page 4 


377 


378 


Minn, Myra & MAGICK 


FINAL NOTES 

"To return to some of the tests earlier discussed—1 should point out that all 
the tests which force words can also be used to force page numbers, What that 
‘means isha, ifyou have acue-list with those page numbers noted and words 
from several oer books at those pages listed, you can have several spectators 
take part and divine the words in all ofthe books. The advantage here is that 
you don't have to prepare a cue-list for every page in every book. Sines in this 
version, the book you hold is never handled by the spectators, you can kave 
the cue-list glued to the font page of it, 

Speaking of multiple book tests. 

ı.i recent years there have been in printa number of tests involving the 
basic Annemann methodology of putting a number of duplicate books Inside 
various dilierent covers? 

This is, In fact, a very useful procedure; however, there is a mistake that 
Tve seen made more than once which PA like to warn you about, to wit: 

Do not use for your force book one that has a highly identifiable character. 
Qam thinking of an experience T had of being handed a book which was 
Supposcaty a Gothic novel set in the seventeenth cantary, and upon opening 
itas instructed coming across the name of James Bond. Sines to my knowledge 
dames Boni has never figured in any time-travel stories, my suspicions were 
somewhat aroused) 

Hfor some reason yon have touse a specific book with a notable character— 
as for example any of the several tests involving Matt Helm books devised by 
Al Manni then use for your covers other titles fom the Matt Helm series, 
since while els name will appear, the villains are not strongly identifiable, 
Note that this wan't work, for example, with the Bond series, sinc the villains 
he faces are usually quize specifi. 

A couple of problems related to actual performance: 

The frst one has to do with Tights. 

1f in doing these testa, you bring people on stage, as you will probably do 
in organization or college performances, you have no problem there's plenty 
ofillumination. 

However if you are working in a place where only the stage is Ht, such as 
nightclub, and you will be working with seated spectators, you may have a 
problem in that it will simply be too dark for the spectators to read the words, 

There are a few ways around this. 





see Anmemann's Воо Тиса А NAME, page 46, 
"Sea SUNGATIONAL MLN, Parr Foug, edited hy Micky Hadas, pages 7 through 10; 
Or Mann's OF Worws asta Wizan раве 


 Mixpscirer 1: Tat: Boox Tes 

‘thas been suggested that for these situations you carry a flashlight; 1 
‘Frankly think that looks a little funny, as though you're an usher or something; 
nd besides there Is always the spectator who will hypothesize that vou have 
ATV camera hidden inside the flashlight.. 

the preferable course to take is to research the place before the show, find 
table whlch is either in the light or can be movad into it, and use whatever 
people arê seated at that table, 

[Another course of action is to instruct the lighting man to leave the spot 
fon that table. Ofcourse that means that since a number of nightclubs have 
only one pin-spat—you'llbe in darkness; tell the lighting man to compen- 
sate by bringing up the regular stage lights, and cheat back into them as 
much as possible. 

‘The other point is to pick for these tests a person who is wearing glasses; 
this way you know the person neods glasses and has them on. If you pick 
someone not wearing glasses, they may need them and have to fish around 
for them, causing a stago wait Use judgment; don't pick someone with really 
thick glasses, wha may have difficulty reading at all 

If you've learned all this, you're el? not Chan Canasta; neither am I; but 
‘you do have the techniques here for what are- given proper presentation— 
some reasonably convincing book tests. 
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MINDSCRIPT 2: 
The Newspaper Test 


[1982: Tape —1983: Book] 


Ts SENSEATETEST that we're golng to discuss in this section s in many ways 
‘an outgrowth of the wanted tests that wore popular in te 1920's. About 1930, 
ліе Тату MacicaL Noverrins, Edward Bagshuwe described anı effect called 
A Newspaper Miracle later in te 30 Robert Nelson advertised in hís catalog 
ûn effect called "Tele-Thought. A8 it had probably ven inspired by the 
Bagshawe effect, so were many later feces base op the Nelson routine. 

In the 18405, a notzble rontine was that of Maurice Fogel, tiled Headline 
Hunter, first marketed by Unique studios, it was later published in The Gen’. 
‘Also, in Willane's METHODS FOR Mrnuciss series, Peter Warlock described his 
‘outine for this lfect®; inspired by the Bagshawe and Fogel routines, it was 
called A Glimpse Into The Future. 

‘Others who have written about the effect include Fred Lowe, Edmund 
Rowland and Robert Harbin; Al Koran's approach ro the Rowland method was 
published in Konan’s Lrcacy by Hugh Miller’ 

‘Before discussing the various approaches and methods, it might be well to 
ask Js the effect worth i? Is ita good effect? 

Тити бог those who may be unfamiliar with it-let me give a description 
ofthe basic effect: 

A prediction has been made by the mentalist on a large slate or blackboard. 
A newspaper page s selected and torn into small pieces, one of these pisces. 
is selected and the first line of printis zead out by a speciator The prediction. 
$ revealed; ofcourse it matches the line just announced by the spectator 

tn fact this effect has beon used by many of the top mentalista—in most 
cases as a closing test. In addition to the people mentioned earlier it hasbeen 
used by Dunninger, David Berglas and Max Maven, 

While not presuming to place myself in the same category as those Tva just 
mentioned, 1 will say that T used this effect for many years—as a closer, 
usually and im the right situations ie will draw gasps; it is avery strong effect. 











Fai 

зуд. 25, No Sept-Oct Nov, 120; page 123. 
Ne, 5; page 3. 

“rage 5 


383 


384 


Mvp, Myra & Macicx 

Very few effects, in fact, can follow it. 

As T hava indicated elsewhere, prediction effects are among the most diff 
crleto sel s'gennine, simply because they seem so Impossible that in many 
Cases they are summarily dismissed as tricks. 

However—this effect, for some reason, seems to got through to an 
audienco, The procedure seems so fair, so clear-cut, that if t works at all 
it appears lke a miracle, 

Of course you have a secondary problem created by this, which is that if 
you are going ta use it, nen by the timo you get to it in your show you had 
better have convinced your audience that you are indeed the sort of person 
who can produce miracles, 

As Indicated above, che prediction in this routine is generally made on a 
large blackboard; it is therefore not switched, and that in tarn moans that the 
information to be predicted must be forced. 

‘That being the case, let us now consider methods: 

in the history oF this effect there have been two general approaches to 
the force: 

The first uses duplicate pieces; these aze added to, or switched in for, 
the torn pieces of the neyspaper paze, and the selection Is made from 
among these duplicates, 

‘The other approach involves preselooting a particular area of the newspage 
inuse and then, în the course 0f tearing up tha sheet ofnewspaper, positioning 
this particular piece so that it will fall 2t 3 previously called-out number. 

Examples of the fist version are the routines of Warlock and Fogel; of the 
second, Rowland and the later variant by Koran. 

Each of these approaches has its advantages and disadvantages; in the 
version where you use duplicate pieces, the advantage is that you have avery 
straightforward and falrseeming selection procedure. The disadvantages ars 
the necessity for obtaining the duplicate pieces and the problems of geting: 
them into play. 

In the socond version, where the piece is positioned ata particular number— 
he disadvantage la thatthe number is called out before you tear up tbe sheet 
of paper (or fold and cat it, as we'll ater discuss); thus tho procedure might 
sometimes appear tobe less than straightforward. On the other hand, you do 
not have the problem o£ obtaining the duplicato pleces, also, as you will learn, 
this version can be done completely imprompr. 

‘The major purpose of this section iso ry to extend che advantages ofeach 
course of action—and eliminate or minimize the disadvantages, 

Also, of course, I want to give you what T thin are the best and simplest 
handlings for the various approaches. 





DUPLICITESTS 


emt of att tho versions 1 have mentioned thus far, the most sophisti- 
cated was, not surprisingly, that of Pater Warlock- 

Jn Warlock's routine a prediction had been made on a state— 
and his foree procedure involved loading not ons but two banks 
of duplicate pieces. Of these two hanks, one set of pieces had 
printing on both sides; the ether set had printing only on one 
fide, the other sida haing white spar fram a display-ad or an 
‘unrecognizable section of photograph. 

“The spectator frecly—ar so she thought—chose two pieces; 
in fact she received the two force pieces. She was then 
instructed hy the performer to choose ether side of ether piece 
апа from that piece to read out the fist legible line of print. 
‘Actually, of course, she had three choicas, nat four, the rest of 
the audience was unaware of this. 

‘The slate bearing the prediction had two flaps, the anter one 
of which had a small square cutout that could be covered by 
the thumb. 

Because ofthis small cutout section, theslate couldbo picked 
“up with both laps—one flap—or no flaps; predictions matching 
the force pisces had been written on the two outer flap surfaces 
and that of the late, and thus any of these predictions could | 385 
be revealed. 

Fugel's approach to this problem was somewhat simpler. He 
used a bank of seven duplicate pieces (with printing on only 
one side) 

ın his presentation ho wrote a prediction on a chalkboard and 
leaned it against something on display. He then had a page 
chosen from a newspaper, very rapidly tore it into a number 
of very small plecos and apparently divided them in half, taking 
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ahalfin each hand. In fact he had obtained the stack of duplicate pieces from 
å simple bcbby-pin clip under the edge of his coat; in pretending to divide the 
original pieces into two groups, e took all of those in one hand and the dupli- 
cates in the other He would then tell a spectator to point to onc hand or 
elimination! Whichever hand was pointed to, he would drop the indifferent 
pieces to the floor and retain the force pieces, 

These pieces were screwed up into little balls; the spectator chose one, 
‘opened it and read it out, and the prediction on the chalkboard waa revealed 
to bring the effect to a conclusion 

+ 
in doing this effect, for quite some time | kept to Fogel's general approach. T 
used only four duplicate pisces for bo reasons: fits, Twas unable to discern 
any diference in the effectiveness af the test with the lesser number of pieces. 
‘The other reason was that 1 began by folding up the paper and cutting it, 
folowing this procedure, I think most spectators would realize that if the pisces 
were divided in half there would be an even number in each hand. 

Later on T developed an alternative handling which I will now describe: 

The first thing T should do is indicate the size of the pieces involved. Ifyou 
take a standard U.S newspaper choot and fold îr half and cut it ei timer. 
you will end up with a stack of pieces which are abont an inch and a half by 
three inches in size, 

Thada fourinch square of cardboard in my right jacket pocket; on the upper 
ledge ofthis card was a paperclip, and stuck under the paper clip om the outer 
side of the card were eight duplicate forea piecos, of the size indicated, 

In performances 

T made a prediction on a slate or large card. Then a page was selected froma 
any one of several newspapers; this page was very quickly folded in half six 
Umes, alternating directions of the folds, to end with a small square packet. 

The fonr sidos ofthis square were trimmed away with scissors; thls left a 
packet of sixty-four pieces of the right size. 

Meld the stack of pieces in my loft hand. Having selected the spectator 
whe would make this final choice, T explained to him that I was going to 
take the pieces one at a time from my left hand with my right, and place 
them in my right Jacket pocket. As I did this, he was to call out stop at any 
point while [was holding a piece in my right hand; that would, of course, 
be the selected piece. 

A8 1 was explaining this I was suiting the action to the word—taking a 
piece in my right hand from my left, and placing it in the right jacket 
pocket. I repeated this with a second piece as T continued speaking: as 1 
placed this piece in my pocket I obtained the stack of duplicates, holding 
them in a very simple finzerpaim. 
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My right hand left the right jacket pockot, remened to the left hand and 
deposited the stack of duplicate pieces on top of those already there; and in 
the same motion took off the top place 

‘This was, of course, the first of the forca pieces. 

By this time T hadi finished my explanation and was into the action of the 
effect; at amy point during this piece or the next seven pieces the spectator 
could stop me and would, of course, get a force piece, 

Now in all the times I did this it never happened that the spectator went 
beyond eight pieces. tfhe had, 1 would simply have fingerpalmed the last of 
ie force peces os put tn my pocket, and thendane straight finger switch 
for whatever plece be finally chose. 

"This was of course not the preferable procedure, but it would have passed 
‘muster had the occasion come up—and ici always best to plan what one will 
do in such cireamstances beforehand. 

IF the pieces are taken one by one in a methodical way while you gaze 
patiently at your spectator, sight faroe pieces will almost certainly ontlast im, 

Tha spectator having ended up with a foros piece, he would then at my 
direction read out the first line of print from either side; actually, of course, 
‘26 proviowoly descsTbed diese was unity one side of the prece he could choose, 
the other side being a photo or display ad. 

‘The prediction was then revealed. 

As you can see, there is very Lite tharcan go wrong here; there is only one 
move in the entire coutine (ificcan even be ealled that, 

+ 
‘There are, o be sure, many other ways of bringing the duplicate pieces into 
Play. One method fused—whichi think you will ind amusing—was employed 
hen used the procedure folding the nawspage and slitting s, rather than. 
folding and (rimming with scissors as mentioned earlier 

In doing this sliding of the paper 1 was using a letter opener. 

‘you will realize Unat what Twas actually using here was a Sackville Billet 
Knife; this particular model is sometimes known aa the German Billet Knife, 
‘and in thin one the load comes out ofthe edge ofthe blade (rather than the tip 
aB with the Jaks model). 

Rather than having a prediction in the knife, L had a stack af duplicate pieces; 
the stack had been folded over ance and this folded edge was inserted first s0 
that it rested against the interior ever. In the action of cating it was a very 
simple matter zo add the duplicate pieces to the stock. 

If you use smaller picoes—and with slight changes in handling this ean 
‘be done with the Jaks Letter Opener. 

+ 
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As ve said, there are many other ways ofbringing duplicate pieoss into play; 
one T have used which involved somewhat larger pieces follows: 

inthis case instead of making six folds anid outs ofthe newspags, you make 
ошу бие and therefore the pieces you end up with ara approximately Dies 
‘by sbe inchos in sizo- or 

‘The prediction is made on a large shovweard or 
Posterboard about twenty inches square. The card 
is actually two cards glued together, but left opon 
along what willbe the upper edge to form a pocket 

What I usually did was to use a section cut ftom 
an envelope to form the pocket between the two 
pisces of card. Into this pocket went the stake of 
duplicate pieces, 

“The side ofthe pocket on which the prediction would be written had a smal 
нш пос}; the upper edge ofthe pieces could be pressed by the thumb 
trough this notch 

With the showcard thus prepared, I could use itas a kind of Bank Night (aka 
Just Chance) tay. In other words- Ud write the prediction on one side ofthe 
showeard since this was the side wth the aotch the spectator Would lave o. 
‘portunity to eee it fd then havo the spectator choose а newspage and cut 
pnto pieces oF the proper size 

“The showcand was held prediction side down and the spectator deposited 
the pieceson It 1 positioned them so they were direetly over the pocket and 
cades them away to hold them up oF to hand them to a spectator for 2 
‘moment, the fares pieces wore drawn out of the pocket and added under tho 
Visible stack. 

“The prediction showcard was put up on an casel back tothe audience, 
‘fcourse—the pieces were reclaimed from the spectator if necessary, and 
the stack was turned over to bring the force pieces to the top. Tho force 
was thon executed. 

“This phase could tae various forms—1 could scow a few pieces nto balls 
as per the Fogel version; | could start putting them in my pocket as in the 
procedure oullined earlier; etc. 

In any case, a piece was chosen and the first line of print read out. took 
the showcard from the casal and tarned it around to show may prediction 
to be correct fingers or thumb concealing the small cutout at the top of 
the board. 




















+ 
‘Thave used at imesan even simpler procedure which does not involve a ваъ 
showcard. In this your prediction is written as large as passible on a sheet of 
paper which wil At in alemer-size envelope. This envelope isin your pocket 
with the force pieces behind i, 


 MINDSCRIPT 2: THE NEWSPAPER "IST. 

Having chosen the page, the 
‘speetator euts i into small pieces; 
аз зће does so you take out the 
envelope with the force pieces 
concealed behind it. You take her 
pleces from herand place them in 
front of the envelope in your hand. 
‘You say that you want her to hold 
the envelope~you lift it away 
from your hand and of course the 
two stacks of papers are automat- 
ically combined. You have only to 
Jet the stack fall forward and now 
the force pieces are on top; you can 
then conchide the effect as previ- 
ously described, 

Аз you will appraciats, this is a very simple technique; it is also very 
deceptive and effective, 





> 
Plated to this general appmach ie that in whirh ynn n 
which is switched in for a freely selected piece. 

Here, ofcourse, we get into the general area ofbillet techniques, and when 
we're talking about sw itching billets, we've gota huge range of possibilities. 

C.L. Boaróe's MANLY MENIAL: VOL. ONE is filled with such techniques. 

Tn addition te many sleight-ofhand switches available, there are those 
using, for example, thumb tips, as în the Al Baker method—which you will 
find on page 14 of ANNEMANN'S PRACTICAL MENTAL Eepecr:—and that used 
in Annemann's Diabolo Peller Reaäing, which ia the firer item in his MENTAL 
BARGAIN ErrrCTs, 

"Using this ater technique, you'd have a small pay envelope withthe force 
piece in the bottom of i; at che mouth of the envelope you havea tumb-tip, 
mouth up. 

The freely selected piece is placed apparently into the envelope, actually 
into the tp which is stclen away as the envelope is sealed, 

1 should mention here thet, if you use an approach of this sort, it is 
somewhat more logical to have your prediction revealed firs, and then 
have the envelope torn open and the piece removed and read out. It doesn't 
seem to make sonse to seal up an envelope and then immediately unseal 
it, By having the prediction read first, you lend some air of logic to the 
proceedings ~if only a spurious one. 

A better way to use this is to have the selection done very early on in 
the program; at somo lator point a card is chosen (rough-and-smooth pack) 
and also sealed in an envelope; further stil a coin is chosen and dropped 
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into an envelope (flapless envelope switch). In doing this neither card nor 
coin is looked at. 

‘To end the show you point to your prediction showcard, Which has been 
continuously on display You have the three people come up with their sealed 
envelopes, pointing out that even they do not know the date on the coim, the 
name of the card or the words on the piece of paper 

‘The envelopes are opened and the contents identified and announced 
{9 the unzuly mob, ..and then you turn the card around and reveal your 
predictions, 

Teremains ori to collect the money from your dream book concession and 
be on yonr way. 

1 should, however, point out here thatit is usually better to have the spec: 
tator read out the force piece first, so that everyone knows what youz pre- 
diction has to road in order to be correct, before you tarn around the pre- 
diction so that the whole audience can simultaneously realize that yom are, 
in fact, correct, 

+ 
‘Yet another approach to the syiich—which involves a very nice litle angle 
on the handling ofthe prediction- utilizes my hatpln siitch which you Will 
Dod descálbed vi page 245. 

‘This uses a hatpin about three and a half inches long, Your force piece is 
rolled into a smal ball and impaled on the pin about two-thirds of the way 
toward the head. A small cork is put øn the point, and the whole assemblage 
is put in your left jacket pocket. 

Inthe general procedure ofthe effect—a prediction having been made and 
eton display, a number of pieces are torn from a newspaper and rolled into 
small balls. 

One of these small balls is chosen; a spectator impales it on the pin and it 
is switched using the Pinance technique. This loaves the spectator holding the 
pin, ith switched ball impaled and cork in place, 

Now here's where we bring in the odd little angle 1 mentioned. At this point 
You say, Tm not sure if] Ваше succeeded with my prophecy—but T want to try a 
fie something more.” You take out a pad of paper, scribble a few words, tear 
off the sheet and drop it om the table. The spectator now removes the cork, 
lakes the paper from the pin and unrolle it, then reads the first ine oF print. 
Your original prediction is opened and you are, of course, correct. 

at this pointeveryone is wondering (we hope) what's on the piece of paper 
yon jost wrote. You ask the spectator holding the little piece of newsprint to 
look at it carefully and cal out the words that have сеп pierced hy the pin. She 
desso. The crumpled picce of paper is now opened by anyone and checked; 
those ar, in fact, the words you have just scribbled down 

you check page 248 you will find within the description of Pinance the 
procedure for determining the words pierced by the pin. 
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‘Done this way yor have a nice We kicker to the usual routine. 

You will appreciate that, using just this aspect, this can he used as a test of 
recognition as well as one of clairveyance—you would just make the one 
prediction regarding the piercing, 

+ 
‘There are any number of apparatus items that ean be used in conjunction 
with this general type of effect, 

Tn addition to the billet knife mentioned earlier, another item that immedi- 
ately springs to mind is what is sometimes called the Clear Change Bag (alsa 
marketed as the Visible Prediction Bag). This is а clear plastic bag which 
Tooks ordinary but has two or three compartments in t. 

The way this might be used would be to have the two outer sections fled. 
with indifferent pisces, the inner section with force pieces. Tb make this 
convincing you would nced a fairly large number of force pieces. 

At the beginning ofthe routine you single out one partienlar spectator, 
and say you're going to make a prediction of something that will involve 
her specifically. You make a prediction on a slate or large card, detailing 
the force Information. 

You now have half a dozen or so people choose pieces out of the bas: of 
course they get indifferent piccas. The last selection is made by the lady for 
‘whom you wrote the prediction, and she gets. force piece, 

Very quickly you point t the other spectators involved, and have each in 
turn read out the first line of print from the piece each chose. Finally your 
subject reads out the first line of print from her piece you turn around your 
prediction and take your bow. 

(NOTE 1993: In many parts of the U.S. newspapers are delivered to 
subscribers in fiat plastic bags. It could look very natural to remove the 
newspaper from the hag, have a sheet of paper selected, and then apparenil 
Ihave the happy inspiration to use the plastic bag for the ensuing procedure) 

"The procedure ve outlined here is in fact the quickest way of establishing 
that al the pieces in the bag are different. This coulé be used with a regular 
changing bag; 1 do nat recommend št atali, however, a | don’t think it would 
Took as fait. 

‘To get around this—you might consider taking another sheet of news 
paper, and gluing to one-quarter of it another sheet, and thus make a 
pocket-much like a Devil's Handkorchiof made out of papar In this 
Pocket you put the force pieces. 

Aftor another page has been torn up in performance, to give you a stack of 
pieces, you lake out lhe sheet with the secret pockat, apparently at random, 
fold it into quarters and have the pieces dropped in. You follow the procedure 
as previously indicated. The advantage af this method is that i looks so off 
hand, as though you decided to doit this way on the spur of the moment. 
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MB Sion we will be discussing the Edmund Rowland approach to 


this effect—but before we do that I would like to point out a 
curious fact 

When the Rowland version of the newspaper test was origi- 
nally published in Peter Warlock's Pentagram’ it did not seem 
toatiracta great deal ofartention here in the U.S. That original 
version was one in which yrn wn rip fhe paper in half, ip 
it in half again їп the opposite direction, ete. (Later Rowland 
devised tha method of rst folding the sheet and then trimming 
the four edges.) 

Asithappens, the English newsprint of the time was different 
from the US. newsprint, in the sense that it did not have as 
perceptible a rain tn other words, you could take a sheet of 
English newspaper and tear it—staigh!—in either direction, 
However, as a trial will show, if you oan tear U.S. newsprint 
straight in one direction, when you try to do itin the other 
direction (say side to side rather than top ta bottom) you end 
‘up with a rather funny-locking rip that goes offat an angle, 

T would imagine that many stateside readers trying to follow 
the directions forthe Rowland effect, found themselves nunning 
into trouble with the part ofthe procedure that shouldn't have 
been a problem at all 

"To go inta the general Rowland method: 

The concept wasthis—ifyou selected from a given news- 
Paper page a particular section that you wanted to forca, and 
then in the course of tearing ap she shect placed other pieces 
either above or below lt, you could of course bring it to any 
named number. 
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Rowlanā used thirtytwo pieces, folding and cutting six times; I feel that 
sixteen is quite sufficient and From now on we will discuss the effect using 
that number 

As mentioned before, in a later article Rowland showed how the paper could 
‘bo folded to bring the piece ints proper position after the four cdges had been 
trimmed away. 

‘Unfortunately, both versions were accompanied by charts which appeared 
‘abit intimidating and made the effect seem more complicated than t actu- 
ally was, 

[Later approaches to this have also involved cue-sheots—as inthe writings 
of A1 Mann and there have also been mnemonic approaches discussed saci 
аз Пау Griamer's Handy. Now, in fact, many performers have been scared 
ff the effoor by these charts and sheets, etc, thinking te effect is really too 
such trouble to perform. 

Actually, iF you can add single digits and remember a few very simple rules, 
you can do this not only with one particular section of the pags but with any 
section of the page. 

Consider, if you will, the following cbvious facts: 

If you have a sheet of newspaper and you fold it over once, you are 
folding evar one thickness; when you Fold it over tho oocond time you are 
folding over two thicknesses, the third ime, four thicknesses; and the fourth 
time, eight thicknesses 

Each fold ia made at right angles to the previous one, so that you are folding 
‘ho page into a smaller and smaller square.) 

This sequence of one-two-four-eight is common sense. 

‘Now let us assume, for purposes of illustration, chat the section you want. 
to force isin the upper laft corner Follow along with a sheet of newspaper 
in hand. 

First, fold the hest of newspaper four times (each fold beingat right angles. 
to the previous fold) and then unfold it, you wîl see that you now have a pat 
tern of sixtcen squares, far by fouz Make an X on 
the square in the upper laft carner: 

For purposes of description we will consider the 
side ofthe page with the X on it to be the upper side. 

Let's assume you are holding the newspaper shest 
so that it hangs vertically in font of you between. 
your hands; you can see the Xin the upper left 
"Corner, near your left and. 

Your first fold will be to fold the bottom half of the 
“page against the top half, crea ting a horizontal fold. 
‘Obviously, you can fold icin one of two waye—toward 
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yourself and up, so that it covers the half with the Xû section—or away and 
behind, so that it does not cover the Xd piece. 

‘The same is tre of the succeeding folds, which can either go over the Xa 
section or under it; the second fold is vertical, the third horizontal and the 
fourth vertical, 

Asyou will recall, you have four numbers of thicknesses to work with: one, 
two, four and eight. One or more of these numbers in combination can bring 
Your fores section to any position. 

Here's how wa go shout i 

Let's say, for example, that you have to bring your force pieca to tha ninth 
position, hat being the number called out by the spectator What that means, 
clearly enough, is that you have to put elghr pieces on rap af it, You know that 
your fourth fold has eight thicknesses all by itaelf. What this means is that in 
folding up the page, the first, second and third folās go under (or, from yonr 
Point of view, behind) the X'd section; the fourth fold, eight thicknesses, gocs 
on top of it. 

Therefore, when yeu trim away de edges of the packet with the scissors to 
transform it into a stack of loose pieces, the X'd piece will bo їп the ninth 
position. 

Lers take another example—here the number called out is twelve. 

This means zhat eleven pieces must be pat on top of the X'd piece. Now, of 
the four mmbers you have to work with—one, ivo, four and eight we toe 
immediately that one, two and eight will otal eleven, This means that when 
уоп arc folding up the page, the frst, second and fourth folds go on top; the 
third fold underneath, 

(One more example—this tims the number is ix 

Five pieces must placed above it; ef or one-two-fout-eight possibilities, 
1 + 4 = 5, one and four being the first and thir olds respectively. Therefore 
the first fold goes on top, second fold beneath, thied fold on top and the fourth 
fold beneath. Five thicknesses have thus been added, and when the edges are 
trimmed away the force piece is in the sixth position. 

Now that ls really all there is to the technical procedure for this effec; that's 
all you have to know. After a couple of hours practice you will be able to doit 
without thinking as, in fact, you should be able to do it before you perform. 
itin public, 

One thing Tshoutd again stress— you do not fold for the number called out 
by the spectator but for one number les, because What you are folding is the 
number of pieces that go on top ofthe force piece. 

+ 
Earlier on said that you could force any of the sixteen possible squares using 
this technique, Now that you see how really simple the procedure is, you сап 
see how the technique canbe employed with any square, As long as you have 





MinpscRirr 2: Tae Newsrarer Test 

a clear visual picture of where that square is, you can (so to speak) fold the 
st ofthe page round it. Again, ust abit of practice will show you how easily 
this can be accomplished. 

‘What thls means—once you have the procedure down cold—is that this is 
virtually an imprompm test. As long as you can pick up a newspaper page 
ad find a heading that will fll cleanly within one of the sixteen possible 
Squares (and it is fairly easy to visualize the squares on the unfolded page) 
you can make your prediction and proceed with the effect. 

Here again you should pick if possible û page that has a Large display ad on 
the opposite side so that there fe only the one choice available on the torn 
piece. This is not crucial since you are handling the pieces of paper and you 
fan simply hand the forea piece to the spectator with the proper side up. 

Note that said above, ^. findaheading In this test you are not going to go 
for the first line of print, since it is for all practical purposes impossible to 
fold and cut with the necessary exactness; instead you look for a story-head 
printed in larger type, and itis this handing that you predict, instructing the 
spectator accordingly. 

(interestingly, Koran id not bother with this: on his force pices he had a 
gummed sicker with the word written on it To cover this be would sometimes. 
fave tbe word SEX written on the sticker; when the spectator received the 
force piece he might smile, in part because he had been handed this piece 
with a big sticker on it. Koran would say, “You've smiling, sir—athats the word 
onthe paper?” Sex," the spectator would say. Really?” Koran would reply. ‘Sex 
‘makes yore laugh, does it” He would den have the spectator turn over the piece 
of paper; another sticker on this side had the information to be predicted. 

(This certainly worked for Koran—butin effect it makes the spectator into 
anı impromptu stooge, and if you're going to do that there's hardly any point. 
їп messing around with this Selection procedure.) 

+ 
this offect haa a weak point. is that you ask for the number before you do 
the folding and enting. You do not want to draw attention to this fact, The 
more quickly you can do the folding and cutting not rushed but briskly and 
efficently—the less noticeable itis likely to be. 

Wisof course absolutely fatal tothe effect if you have to stop and think about 
which way to fold the paper 

16s possible to handle the numibor selection on the offbeat; for example, as. 
‘you ae tearing the page out of the newspaper, you turn to a spectator and 
Tequesta number from one to sixteen; he gives one and you say, “Thank yox; 
would you keep that number in mind” You now proceed with the folding and 
cutting procedure. When this has been done you turn back to the spectator 
апё say, "Nou, you heve a number in mind and that is... what?" He ietis you 
‘gain and now you count down to the force piece. For many spectators this 
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will play as though you have heard the number for the first time only now; 
they won't recall chat he called it out previously. 

‘Koran’ approach to this was to make the number selection itself part of 
tho preliminary effect; the way he used it on the Ed Sullivan Show was as 
follows: 

He asked Sullivan to name a member from one to sixteen; lots say that 
fourteen was the number that Sullivan called out, Koran tore up the sheet of 
Paper he was holding and handed the pieces to Sullivan; he then pointed ioa 
large white envelope which had boon on view in his jacket pocket. Taking it 
out, ho said, “Your number was... fourteen?” Sullivan said it was. Tsn fhar 
strange said Koran, “Would you Took atthe number that's boon written on this 
envelope?” Sullivan looked at it- of course it was the number fourteen, Koran 
then told Sullivan to count down to the fourteenth piece—Sullivan did and 
read out the words on the piece—and then opened the envelope to find a 
prediction for those very words, 

The reaction f Ed Sullivan who had been around show business for alone, 
ong 6me-was "Thars the most amazing thing Ive ever seen" Nota bad line to 
puton the brochure. 

Again, while Koran could da thie and make it play very strongly; in one 
way It didn’t really make sense. By this I mean that ij you by some means 
could xnow in avance what number a spectator would choose, then ofcourse 
you'd know what piece of paper he'd end up within effect you were 
Predicting the seme thing tice. 

T do realize that în some senses this isa theoretical objeotion—but in other 
Senses it is not. 

ve used a slightly different procedure as follows: 

Again, an envelope was used to contain the prediction. A number was called 
out and the forco was executed as usual. However, when the prediction was 
removed from the envelope, it read something along the lines of prs hat 
the piece at position fourteen wi be chosen and that piece wil rend: [whatever] " 

The envelope was of the window variety and I used a nail-writer to fill 
in the number at the appropriate place. While, as in the previous case, this 
did not add anything to the offect, It Qld tend to obscure the method, in 
the sense that the prediction contained bath a number which could not 
possibly have been known beforehand or forced, and a detailed descrip- 
tion of the force words which could not have been secretly fled ín. The 
{Wo aspects of the method seemed ta mile each other out; there Is this no 
hear on the folding and cutring procedure, 

‘The only drawback of this routine is that, because e£ the nature of the 
prediction, itcan only be used in reasonably intimate circumstances unlike 
earlier versions whore you have a prediction dul can ba read by everyone. 
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Now Td like to talk about an idea of Fred Lowe's, and show hoy it can be. 
usefully combined with the Rowland procedure: 

Inthe New Pentagram’, Lowe described a procedure where you've tora the 
page into a number of small pieces, and your foros pioce is third from the 
bottom. A number is now called out; let's say itis twelve. 

From the top you take pieces onc-wohree-four-ive; as you do this you 
ace taking sach piece in turn, holding it up, crumpling it and dropping it to- 
the ground, İn a kind of showy count. When you are performing this action 
with the ninth picce, you fip the stack in your other hand over. 

‘Now you count ten-elever-twelve—and the piece originally third frora the 
bottom is the one yow're holding as you count twelve. No matter what the 
number called, you simply do the turnover at a point throe numbers earlier. 

(ifthe spectator should in act ame dire, you simply hand him the stack; 
in the action of doing this you turn it over: If two, you secretly turn over the 
stack, fairly move two pieces from top to bottom and then hand him the new 
piece. Ifane, you can move the top two pisces to the bottom as one and show- 
the new top piece. These low numbers ars, in fact, hardly ever called.) 

"To relate this to the Rowland methodology: 

‘You spot your force piece as usual and make your prediction—then, Before 
asking for a number, you do your folding and cutting In such a way as te bang 
the piece to the fourteenth position, wich is to say, thir from the bottom. 

You are now set to have a spectator call out a number and—using Lowe's 
technique—show your force plece to be at the number named. 

‘This allows you to alternate proceduresin other words, sometimes you 
have the number called out before you fold and cut, sometimes afterward it 
doesn't appear to make any difference. Thus ifyou are ina performance situ- 
ation where you are doing two oe three shows a night, those people who see 
all che shows will hecome aware ofthis and thus will remain baled. 

Now its not so important thar this would include members ofthe audience 
who come back to see a second show; but it would sÌso mean thatyow'd mystify 
members of the club staff and management. 

The reason this is important ts chat—unlike a magician—you have to fool 
everybody. Theoretically hip though these staf people might be, they'd still 
like to believe in your mystical powers—and how well they treat you will be 
in direct relationship to how well you sell this idea. 

Caricus-—but tre. 

(By the way — tis docs not mean you should play the mystic ll he time; 
that ean get rather insufferable.) 

As a related comment, itis inadvisable in these situations to use effects 
Where the force item isthe same at every performance; if you do this—and 
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are doing several shows inthe same plac—by the end of the week you wil 
Dear members ot te staff calling out the ramo of rhe chosen word or card or 
Wwhat-have-you before you've announced it; this might be a bit embarrassing. 

Robert Harbin's approach to the newspaper teat was typically unique; what 
he did was to take the technique of equivoque to its logical conclusion. 

His conzept—as described in Abra and the ater collection of his work from. 
that magazine, FHanarncananna®—was to spot the particular item on the paga 
he wanted to use for his prediction, mate the prediction on a laxge card or 
slate, and then hand the page toa spectator 

"The spectator was instructed to tear the page in half, and give Harbin either 
lof che two pisces, If thoy handed him the section which did not contain the 
force area, he crumpled up this piece and threw itaway—and told the spectator 
to tear the picce he still held in half again. 

16 however, Harbin was handed the half that did have the force area, he 
then took that piece to another spectator and told that person to tear itin half, 
and to hand Harbin either half-following the same procedure as before; if 
Harbin was handed the non-foroe section he discarded 1t and tod the person 
ta tear his plece again—ifthe foren section was given to Harbin he took it to 
yet another spectator. 

Harbin continued with this procedure until, finally, he was left with just 
the force piece, the heading of which was read aloud anû then the prediction 
showa to match 

Now to bring off something like this successfully you have tobe a porformor 
of great skill, assurance, confidence and command--all qualltios possessod 
bby Robert Harbin. 

(t should be pointed out that Harbin realized that at times this could go 
wrong—ifthe spectatorhappened torip the foros section in half, for example— 
and so he had a duplicate piece in his pocket; if necessary hê could doa straight 
switch, exchanging this one for the ane given to him by the spectator) 

Fred Lowe developed an interesting approach to this eifect with his. 
Neustear Telepathy, published in The New Pentagram, In this testa sheet 
of paper wes torn into sixteen pieces which were then distributed to several 
members of the audience, The performer then proceeded to divine what 
was on the various pieces. 

"To accomplish this Lowe tore up a duplicate sheet of paper, according to a 
standardized procedure; he noted the major text of cach pieco in tum on a 
small cue-ist which was then clipped against his palm by means ofa'tongue' 
that went under his finger-ring. 
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Tn performanee—the other sheet of paper was torn up In exactly the same 
way as had been fhe first, so rhat, as Lowe distributed the pieces in order, he 
‘new who gat which piece. 

He had only to consult his cue list to make hîs divination" 

"Taking this as a jampingeoff point, T devised rhe following: 

From my pocket | would extract wo small envelopes; on one was a large 
Jotter A, on the other a B. I glanced at them, replaced the B envelope in 
my pocket and handed the A envelope tua spectator to hold. A newspaper 
sheet was selected —a number was chosen—the sheet Was folded and cut 
the number counted to—and the piece read out, The spectator holding the 
envelope marked A was instructed to open it, and the prediction within 
was of course correct. 

Another sheet of newspaper was taken, folded up and cho edges cut; this 
packet of pleces boing handed to a spectator, another spectator was asked to 
call outa number (from оле to sixteen, of course). As the spectator with the 
stacit counted down to the mimber, I took envelope B from my pocket and 
handed it to someone to hold. 

‘The chosen piece having been read out, the person with envelope B was 
told to open it and read out the prediction— which like the first was absolutely 

The prooedure—as you've no doubt guessed—is that for prediction A the 
standard Rowland routine is followed. 

Envelope B, orteinally taken ouc with A, contains a prediction for one of 
the sixteen posstbiliies from the second new page: it goes ack Into the pocket. 
‘Also fn the pocket is an index with Aileen packets: in cach of these is ап 
envelope marked B, and hese envelopes contain the other fifteen possibilities 
forthe second newspage used. 

Aswith the Lowe routine above, you've previously torn up a duplicate page 
according ta standardized procedure which delivers the pieces into an order 
‘matching the palmed cue-sheet. Thus whan the number is called you can 
instantly reach in and extract the proper envelope. 

+ 
Now we eom to the ssost eldborate routine in this section; itis a combination 
of eas from many sources (1 will ry to give credits as we proceed) 

In concept it isa combination ofthe headline prediction with the newspaper 
prediction we have been discussing 

In this routine we use the duplicate-piece approach; the first bitof prepara- 
tion is to get the eight duplicate force-pieces and note the first ine. 

"The line that will be forced is written as large as possible cm a sheet of 
white bond paper of standard size, On a sheet of blue bond paper we make 
"relate elec: was Stanley Jaks’ Thoughts Out OF Pint which appeared in Pentagram, 
Vol.7, No. €; March 1053; page 48. 
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another prediction—and this one is ofa single Word to be forced, using ¢ 
Wordo-type device 

(Lam sure that most readers will be familiar with Wordo—but on the of 
‘luce that you haven'tencountered it, Iwill briefly describe a popular version 
ofthe principle. It ss a card [usually a business card] with a small window cut 
out of the center At the back of tke card a piece of newsprint hasbeen hinged 
with Sootch™tape so that it can be swung down into view through the window 
or folded back out of sight. With the piece folded ack the card is lid up and 
down a sheet of newspaper, the spectators see the words sliding by beneath 
the window. As you pause (o instruct a spectator to call stop at any point, the 
piece is swung down into position but this is covered by the fingers. The card 
is moved about on the page and stopped at the spectator'scommand; someone 
looks through the window and reads oftha word, presumably on the newspage 
‘but actually from the attached piece. Thus the force is executed. 

(Versions of this are availabla many places~Fred Petersen's approach 
appeared in the Phoenix't; Sam Schwartz has an excellent version in THE 
‘TARRELL COURSE IN Macic, Vou. 7"; there is an extensive description of the 
principle in Mantty Mentat: Vor. Two, and also there ia Phil Goldstein's 
excellent Isolation which uses this concept as ts basis) 

‘The white and blue bond sheers with the force information ate folded 
together and placed in a business-size envelope. This envelope is addressed 
to the chairperson of the entertainment committee at the performance venue; 
you type this address for a reason which will become clear in a moment 

You fold twa blank shests of bond paper and place them together in 
another envelope; this envelope is closed and scaled—but unlike the first 
envelope, you do not use the glue on the flap; instead, you seal it with 
rubber cement. You now address this envelope very йу in pencil to 
yourself, Fut postage stamps on both envelopes (in exactly the same 
position), make a photocopy of the face of the envelope to be sent to the. 
chairperson, and then mail both envelopes. 

You call the chairperson and state that you are sending a letter which you 
donot want opened. The chairperson i to bring It to the sho, and at that time 
will verify to the audience that it has not heen opened or tampered with in 
any way. 

‘When you got the second envelope in the mail, you carefully erase the 
encilled adóress, Now—using the photocopy as a guide- you type in the 
chairperson’s name and address cxaclly as it appears on the envelope sent. 
(This is why 1 specify typing: for uniformity of appearance.) 
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(NOTR 1993: Fyon use a computer with an envelope-addressing program, 
you simply run the envelope through your printer and have $ print out hz 
Thaitperon's address, which yon prudently sava to disk; Iter, after erasing 
Your address, you simply run this envelope through the printer and print the 
Same address again. You might wish te incorporate some odd spacing or 
‘unimportant ypo in the address to sl the uniqueness of the envelope) 

“You pool open the envelope and romave the rubber cement, You have 
nothing else 1o do untl the day afte perfomance 

On the morning of the performance you note the headlines in the day's 
newspaper- the newspaper that you wil be using in the newspaper test at 
ihe show. You write the major headline down on a sheet of blue bond paper, 
anashectofwhite bond, you write down the prediction information for your 
Stack of foroa pieces. 

"ou feld up the na sheets as you did with the iets, place hem inthe 
envelope and seat t~ genuinely, thia time, with the glue om tha pis 

"This envelope is now placed in one side ofa Himbertype Flipover Wallot— 
iE you have one large enomgh—or I the rear compartment of a somewhat 
desper dole comportent manis omislepe. 

Al preliminares are over save one: 

That one occurs when you arrive at the performance venue. What will 
usualy happen is that tre person to whorn you sent he envelope will ame 
sip to you and ask you what Is supposed to'be done with ie 

When this happens you take out, for sample, youz Flipover Wallet-open 
it athe empty sde}~and have the chairperson plsce the envelope In the 
pocket demtuari ro much dha envelopa -you say, making a poine of tnin. The 
Chairperson closes the walet and you now run 2 strip of whire adhesiva tape 
Completely around it The waller $s hus wped closed and ix can tbe tampered 
wlth, you tell the chairperson to hang onto it unti you cali for it 

youre using the double envelope—you have the chaitpereon place their 
envelope inside the larger onc itis carat iis othoriinc empty you sel 
the envelope closed and hand ie to the chairperson for safekeeping 

(Note: i youre unhappy abet the spectator holding, 3 gaffed item at 
through the sho, you shouldn tbe, You tell the peron tha you wil aske him 
or har to swear that tha envelope has not been tampered with in any way 
This means, of course, that the spectator ean tamper with 

However, you may If you wish execute the exchange by means of a 
Naples cnvelopeswiich. Tais entails kaving a stack of envelopes and does 
not sem quite as natora) in appearance, but 1 mention it fer those who 
may wish to use И.) 

“The idea of'swiiching a headline prediction envelope in a larger envelopa 
Is Walter Gibsons he Himber Wallet iden ia Gena Nielsen's па аво 





"Srt roereomont o the envelope fap angl s believe, Sid Lorraine's 
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explain here that on stage you simply cat open the tape on the proper side; 
hus, with Nielsen's concept, the spectator cant open it the wrong way: 

At the point in the show where you're going to do this routine, you point 
out the chairperson, who is Invited to come up on stage; you maka no mention 
at this point ofthe prediction, You simply say that the chaizpersom has a part 
in what comes next and you will explain in a moment. 

Another spectator is invited up; with that spectator you go through the 
newspaper test procedure and she ends up with one of your foros pisces, 

At this point you reveal that you sent a prediction to the other person on 
stago some days—or weeks—carlicr. The chairperson has possessed the 
prediction cver since then, and is asked to verify this, and that it has not been 
‘tampered with; and that you have never touched It. 

At this point wallet or envelope is opened as necessary and the prediction 
envelope is dumped out; this is, of course, your switched-in envelope. 

You tell the chairperson to open the envelope for the first time and remove 
the two sheets of paper inside. As this is being done you turn to the other 
spectator and have her read out the first line of print on her chosen piece of 
papor this she does. 

The chairperson is asked te read out tho prodiction on the white hast OF 
course it matches, Applause; the other assisting spectator is thanked and 
returns to her seat 

Now you pick up the newspaper that hae been used in the test; you point 
out that It is today's paper and you read out the major headline, showing this 
to the audience. Again mentioning that the predictions were sent some time 
earlier, you пон have the chairperson read out the contents of the blue sheet. 

and thus the effect concludes. 

"The reason that you prepared the envelope that the chairperson actually 
received is that it may happen that Uiey do not—or eannot—locate you before 
the show. A secondary possibility is that they do find you—bur when the 
envelope is brought out you note that thas become marked (intentionally or 
otherwise) in a manner that precludes a switch. 

Tn such cases during the chow you verify that he chairpersons in fact in 
the audience; at the proper point you get them up an the stage; and then 
execute the torm-pleces force veh one page, the Wordo force with another 
‘The predictions are opened and found to be correct 

‘Thus the spectators aro perfectly satisfied that you have seen into the 
future—and never know that they might have seen a headline prediction. 

You might wish to incorporate the Warlock angle, which uses three 
options, mentioned at the beginning of this section; with this, the switched 
n envelope would be a three-way type, each compartment having a white 
sheet with one of the three opilons, aida blue shest with the same headline 
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prediction. The envelope could be Annemann’s'” or George Sanderson's! 
If you vse this, you might after tha show cut open the switched-out 
envelope (ordinary) to match the one opened in the show, extract the 
contents and leave the envelope around. 

‘A closing thought: in any ofthese tests, the prediction should be as large as 
possible, so that the whole audience can read it (where the procedure permits). 
The whole point ofthis effect is that when you reveal your prediction everyone, 
at the same time, knows you're right; thats what gets the gasps, that's what 
eis the reaction and that's what makes this effect worth doing. 

‘These effecta have served me well; I hope they'll da the same for you. 
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[1982: Tape—1983: Book] 


‘Tas suarecr or this section is the divination c£symbels but we won't confine 
ourselves here to working with just tha five standard ES? symbols of circle, 
Soss, square, wavy Tines anû star. 

Instead, in the effects lo follow, welll be working with sets of designs ftom 
sixteen in number to twenty, thirty and forty or more different designs. 

‘This section willbe divided into twa hasis parts. The Aret part wil describe 
effects using decks of symbal cards. The second port willbe devoted to effects 
‘using charts on which are a number of different symbols 

Before we get into the elfecis, "like to make a brief observation invelving 
ESP carda Thero nep, within the monialiom Keeratars and on she market, a 
mmber of BSP card divinations or prodictions in which you discern or 
prophesy one of the five possible symbols; I have, in fact, come up with 2 
couple of these myself 

However, I should point out that while the methods may be fascinating to 
us-from alayperson’s point of view fca de just the one test, you'dbe right 
lone out of five times By chance alone. The odds simply are not impressive 
‘enough to create any sort of effect, 

fyow're doing en effect here you match five out of five symbols, such as 
за tion Feesch's Symbologie for example, or Corinda's Khan Slate Test, oF 
‘Tripp and Nelson's Phenomenal FSP Perception, that’s something else 
again— bat simply guessing one of five possibilities is notmuchofanefiectat 
21 from the speczator's point of view. 

Therefore, ron are going to do one-outoffive divinations with ESP cards, 
youT have to select a methodology fori that will allow you todo it again and 
‘again and again, so that the spectators will be satisfied that you are not 
depending on the vagaries of chance alone. 

Ishould point out that while, if you ask a layperson, you'll find that this ia 
how sach effects are judged, hero ave exceptions 0 his Tf, for example, you're 
doing Alan Craclinell's Russian Roulette, or ono of ts many later variations, 
and stand to get your head blown off (you're wrong, mast spectators wil 
accept itasa legitimate test. 1t doesn't seem reasonable that you'd be willing 
to gamble on that sort of thing simply to amuse them. 
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eer our firs effet Involves a deck of foriyetwo different symbols; 
you spread the deck face tothe audience so they can see all 
the different designs. You then give the deck several genu- 
ine rife shullles. 

Handing the deck to a spectator, you tell him to give ita 
straight cut and another; and another, As he is doing this, you 
tumn your back. He cuts the deck bwice more, completing the 
curs, anû then deals the top card to another spectator and takes 
the next card for himself. He places the remainder ofthe deck 
in his pocket out of sight. 

Q shoulå point out here—in the interest of making things 
clcar—that at this point you do not know what symbols have 
been selected) 

"The two spectators now goto ablackboard on which bwo large 
squares have been chalked, and each draws his or her design 
im one of the squares, During all of this your back remains 
Turned; you may even be blindfolded. 

1n fac, you know both designs. 409 

‘how ão you know? Is it celepathy—or chicanery? 

Well, ite chicanery, Vm afraid, and itis brought about by 
means of a deck prepared as I will now describe: 

This ock- which may be neatly made up from ablan-face 
pack—aemally consists of twenty-one pairs of cards; the upper 
(ard of each pair is trimmed slightly short. Obviously, then, 
any given pair of cards will stay together through any number 
of nat rifle shuts. 
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Take a look at the following char 
SHORTLONG CARD COMBINATIONS 
I1 12 13 1-4 1-5 1-6 
2223242526 
333435 16 
44 45 a8 
5555 
66 

What these numbers symbolize i the mimber of Anes Ht takes to draw the 
designs on each pair of cards. (Sea page 427 fora sampling of suitable designs 

For example: 

The first pair listed, as you see, is 1-1; this means, ofcourse, thatboth designs 
are drawn with a single line. ‘The upper one of the pair on the short card, 
might be a ice, the lower one, on the long card, a straight fine. 

The Jaat pair sted —6-6—might consis ofa six-point star forthe design on 
the upper card, a square with interior crass for the design on the lower card. 

As you will note on locking over the chart, each of the twenty-one pairs of 
numbers fs unique. Now wht that means is that if, as each spectator draws 
‘his design, you hear fist iwo lines and then four lines, it can only be those 
cards comprising the 2-4 pait, none other: 

‘That, in short, is hve you do it—by a combination ofthe principle of wound 
reading with a deck prepared ae indicated, The twa spectators draw their 
signs and you simply count the manvers oflines taken to draw each design. 
Qn doing this, either spectator can draw first, since it really doesn't matter if 
You hear it as, say 3-5 or 53) 

You can simply memorize the combinations —or you can propare a cue-list 
which has each of the passible numbercombinations and next to them the 
relevant symbols. This cue list could be oman index cardin your breast pockets 
since your back is turned to the spectators, there's no problem in sneaking a 
peek at the list. 

Tha's really all there is to it. As you can see, although ihe effect is strong 
and has reasonably strict conditions—two designs feely chosen by two spees 
‘ators, you neversue any ofthe designs—the method is ually rather simple 
itisa practical effect 
A technical point: 

Do follow the procadure as outlined on having the spectator holding the 
Geck give a card to the other spectator before taking one for himself. The reason 
for this? In giving the other spectator her card, the man holding the deck wit 
en itto her; however, in taking his own carû, he's likely just to pick 1t off the 
top of rhe dack. We're using shart-long pairs hers—sa if he did that picking 
action first he'd be very likely to pick off vo cards as one. Though he would 


















MINDSCRIPT d: THE SYMBOL TEST 
ahordy discovor chis—by that tima ha sight have given the top card of an 
entirely different pair to he ather spectator. With the procedure as given, the 
‘other spectator gets the top, short, carã—the person with the deck now has a 
Jong card on top ofthe deck with a short card below it, so it is almost imposito 
that he could now take two cards as ane. 

“Those of you who may possess Phil Goldstein's Minds Eye deck! will ee 
how, with a lite bit of thought and rearrangement, itis possible to apply the 
principle here described to ihat deck. 

You may encounter some difficulty in coming up with what you consider 
acceptable different designs using just one or two lines—but there is n0 zule 
{hat you have to use ail the possible combinations; even just a dozen pairs 
would give you a quite impressive range of twenty-four possible designs. 

NOTES 
12d ike to make some comments ahoat sound-reading: 

Mary of the effects you will learn in this section will involve this tech- 
nique, ono which hasn't been used vary much. Te has been talked about 
quite a bit. Annemann had it as a method in a Living-and-Dead Tes, as 
id Archie Byford; C.L. Boarde wrote about it in Chalk Clatrvoyange?; Tony 
Corinda discusses icin his THIRTEEN Stirs To Metals”, Sam Dalal has 
written a book about it? 

| think one reason the technique has been htle-used is that, quite often, 
is beon applied to the idea of reading the five ESP symbols (the circle draws 
With one line, the cross with tvo, etc.) and many mentaists fear that, done 
this way, the method would be obvious. 

Truc: with sach a limited range of choices it is obvious. 

Howover—in the afata described herein we will be using twenty-five, 
thirty, or as in the effect just descrined forty-two designs. also, those few 
spectators who even consider the possibilty of sound-reading will note that 
several of the designs draw withthe same numberof ines—so they will discard 
Itas a possible method: What we do, of course, isto use the technique of sound- 
Teading in combination with other methods 

One other point regarding the previous effect 

"The two squares on the chalkboard in which the spectators record their 
designs are drawn as large as possible. The reason for this is, as you tell 
your assisting spectators, so they can draw their designs large enough for 


Sue hus Garen BOOK OF MENTALISM, page 22 
Эре Меп ТЕЇ No Tale in Siart А SECRET, pass 42. 
“Soe hie marker item fled Dond And Living Te 
‘the Linking Rng, Vol, 28, No. 10; Doc. 1948; pags 77. 
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MisD, Myra & MAGrck 
everyone to sec. This is he putative and logical reason because, after all 
if the symbol cards ware large enough, way would there be any need to 
draw the designs at all? 

The actual reason is that, the larger the dasigne are drawn, the easier it 
ds to count the number of lines 


GRAYVEN 


meet our second effect can е done in a number of ways, all built 
‘around the sama basie principle- 
Twill describa one way -give you the general method—and 
then go into the other approaches. 
"Hore youusea deck of thity-bve design cars; all the designs 
are, of course, different. 
‘You mie them; you hand chem to a spectator; and, as in the 
frst effect, have him cat ther several times. You turn yourback 
and he gives the deck one mors cat. He ten hands the top card 
to one spectator; the second card to another; the third to 
‘another; the fourth to yet another; and be takes the Ah card 
for himself. He puts the remainder of the deck in his pocket 
Now, asbefore, each spectator in tarn goes to the blackboard 
land draws his or her design, When this hasbeen done you may 
proceed with the divination, as you now know all five symbols. 
Here, again, a new application of sound reading is used. 
‘The deck, as indicated above, consists of thirty-two cards, 
each with a different symbol on it—but these symbols ean be 
divided into sro casses. 
Sixteen of the designs are drawn wil two or three Tines. 
Sixteen ofthe designs are drawn with five or si lines. am 
Let us say that a design drawn with two or three lines wil 
be symbolized by the namber 1; a design with five or six lines 
by the number û. 
Another chart for you to look ati 
GRAY CODE. 
эл.0-044-04-04-1-0-0-04-0-1-0-04-0-0-6-0-04- 
"This string of 1'5 and Os represents lhe stack arrangement 
of a dack of cards such as we've been discussing, This is an 
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endless chain, or cyclic arrangement; the last numbers lead right into the firs 
ones, much like a Si Stebbins playing card stack. 

The property of the gray code which we exploit ie that any fe of these 11 
and 0's in sequence form a unique pattern. Thus, if you hear 0-0-041-0, tha 
only appears in one part of the stack, Similarly, 1-1-1-0-1, the last five digit 
in the Tow, as a pattern will be found nowhere else in the stack, 

Now, as Ivo mentioned, this gray code symbolizes a stack, with the 1: 
equalling two- or three-line designs, the 0's equalling five- or six-line 
designs. Therefore, taking the stack as here sct out, the first design woule 
be one of two or threa lines, as would the second design; the third anc 
fourth cards would have five- or six-line designs; the fifth and sixth cards 
two- or three-line designs; the seventh, a five- or sir-ine design; the eighth 
4 two- or three line design—ete. 

As you will have deduced by now, the deck is given a false shufie. | 
generally usc for this purpose a Charlier shuffle which you will find in print 
many places. 

tis therfore clear that no matter where the spectator outs the deck, if he 
{leas out fourcards ia sequence to four spectators and takes the fifth himself, 
You have. a particnlar and unique sequenca. Ten, when the epoctaiors go ts 
"he board, each in tim (In the same order as the cards were handed out) ed 
draw their designs, you only have to differentiate them аз та the member of 
Tines, thus equaling 1 or 0. 

‘That done, you have your pattern and thus know where in the stack they 

Your cuc-list would reproduce the 1 and 0 pattern as eivem above, and. 
beneath each of these digits would be an appropriate design, duplicating the 
arrangement of the cards In the desk. 

‘The only critical point of this effect is that the spectators must go to the 
board inthe same sequence as the cands were distributed —i.e,, the first spec- 
Vator receiving a card is the frst one to go to the board and draw his design 

Matters are simplified here if you have the five spectators seated in a row 
of chairs on stage, but it can he done ìf they are seated in one particular row 
in the audience. T suggest that you get the names of the five people who are 
ping to take part The reason for this is that itis much better to say, “Allright, 
Joss 80 to the board and draw your design. Have you dene that? Thanks, Jos now 
please put your cardin your pocket and return to your seat. Isabelle, would you go 
‘0 theboard... and soon, than to say, +.. the spectator ir the first seat, he spee- 
tatari fhe second] seat... ete. That latter version has a rather mechanical sound 
that you want to avoid. 

l£ you have trouble remembering the spectators’ names, study Harry 
Lorayno’s REMEMBERING FEOPLT. 











MiNpscamr 3: THE SYMBOL Tesr 
‘This also means that earlier on, when you are working just with the spec- 
lator holding the deck, you can instruct him to *.. give the first cant Joe. give 
thenextone to Isabel "and again this sounds mach better than . deal ihe 
‘ards out from lef to right to each of the four spectators incur.” 
You know that the operations have tobe donc in a particular way but that 
doesn’t mean you have to let the audience know, 
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our thal we have the basic principle let's go on to the second 


In this version we retain the sixteen symbol cards which 
equal 1—but the other sixteen cards are replaced with a new 
set of sitieen, which bears words of the English language 

‘The selection procedure is handled exactly act way inthe 
fest version: false shuffle, spectator gets deck and cats, gives 
four spectators one card each, takes fifth card, rest of deck into 
pocket- right 

However, hore no blackboard is involved. Instead we handle 
Tt this way: 

As before, your back is turned ta the spectators; you tell them 
lo note what's on their cards 

You now say that you find words easier to receive than 
desens; you'll try to got the worda first, 

You tell those spectators who are holding word cards to 
concentrate on them; to hold them against thelr foreheads. You 
‘have thom da this fora few moments while you fown appro 
Driately, and then you say, "e. .yes J believe Fmt geting the 
‘impression... yes, 1 think Ive got it. fine. You can stop concen. 
faating and put your hands down” 

‘Thoy do so; you now turn around and explain that you'd tke 
de have those spectators holding designs do exactly asthe other 
speciators did—concentrate on their designs as they hold the 
cards to their foreheads, but not to do thissomtl you have turned 
your back again. 

The spectators do as instructed—and with your back stilt 
turned, you divine the words and symbols, 


 MINDSGRIPT 3: TIIE SYMBOL TEST 

Woll, as you will understand from the pravious gray-code efTect—if you 
know who has a word card and who has a symbol cară, you have your 
pattern of T's and O's: 

‘The way you find this out—as you have probably yuessed—is that when 
‘you turn around, you lock atboth hands ofeach spectator in tarn. I both hands 
re the sama color that spectator didnar hold a card to hi forehead f however 
thers isa noticeable difference in shade, the paler hand was held up to the 
forehead Н, therefore, you note thatthe frst and third spectators each have 
fone hand paler than the other, you know that your pattern for the five 
spectators ig 0-0-1. 

(Do not, as is sometimes recommended in applications of this pale-arm 
principle, simply compare cach spectators arms with the olhers; variations 
in skin tone render this a chancy procedure) 

Obviously, you could divine the cards right away; however, in the interests 
of dramatic logie, you turn your back again and have (he other spectators 
‘concentrate on their cazds as described. Also, ofcourse, itlooks beiter if you 
divine the cards with your back still turned. 

‘As before, you have the option of memorizi 

(These are so many ways of concealing a cue-list—in addition to the atore- 
mentioned index card in the breast pocket—that itis not really a problem. 
You om have it second sheet down in a pad; on the gimrnick-section of an 
Add A-Number pad; on the Пар of a slate; on a matchlaook cover, inside @ 
cigarette case; and so on. This should present no difficulty at all to the 
experienced performer) 


the stack or of using a 
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SS Ln the two variations Twill now desert, there isa presentations! 


difference, in that here you work with ony one spectator. 

‘This can be done with an allsymbt dock ora symbol-wvord 
deck as you choose. 

Here what happens ls thatthe spectator cuts the deck several 
times (after your false stmiMe)~you walk weil away fom her — 
aad sli duals vut a suw uf nve Cards onto 4 table, face down. 
She can look ot any card and you immediately Know what it 
is becauso, of course, you Xnow what all five cards are. 

Again the question is how da you get the pattern? 

For this Twill assume chat you are using a standard playing: 
card back, blank-face stock as earlier suggested. You take the 
sixteen cards which will symholize 1, and you spray the backs 
ofthis set with artists’ mate fixative; this is available in aero- 
sol cans in any art supply store 

If you do this correctly, you will produce this interesting 
phenomenon: if yeu havea lamp next to the table, and the 
spectator deals out the five cards with rhe light shining directly 
down on the cards, the spectator will not be able to note any 
difference. 

Tf, however, you are some distance away, and thus are 
looking at the backs of the cards at an extreme angle, vou 
wili be able to see the difference; the light will reflect from 
them differently 

(Por this reason 1 should point out that, when you are 
preparing the cards—don'tkeep spraying the card until, Iaking 
straight down on it, you ean tell the difference between it and 
4an unsprayed card. Spray ta lle—walk across the room and 
Check it from there. 





 Mixpscraer 8: THE SYMBOL Test 
(might subparenthetially point on that his is also 2 useful way to prepare 
cards, particularly for dealandstop effects.) 
In any case. 
hay whether the back of each card appears dull or shiny, from your. 
antage point, you vill be able to give ita value of 1 or O, and thus read 
se pattern, This reading can be done from distances as far away as twenty- 
ive to thirty fest. 
‘One way to handle the eect is to have your back turned and slightly turn 
s you say, “Have you dealt out the cards yet?” — during which you get your taok- 
TEyou're going to have the spectator choose one of the five cards dealt, you 
arc ovt facing her tell her to put ber finger on any card—and ihon turn your. 
tack Since you know the arrangement as soon as you check your cne-list, 
nd since yousatr which one ofthe five cards was touched, you know is idene 
Ay. This angle of having a spectator touch a card before turning your back ir 
2d Marlo’s® 





see rE Canora, page 125. 
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n our fourth version. 


you sit at a card table with the spectator. You have a 
pocket-handkerchief handy; itis Gfteen inches square, and 
has been folded twice in the samme direction to form a band 
thres-and three-quarters inches by fifteen inches. 

You mix the cards—with your vary best Charlier or cther false 
shoe! and hand the cards to the spectator he cuts the deck 
several times, as you turn your back, 

You tél bim to deal out five cards in a row from loft to right, 
and thon cover them with the folded handkerchief; the cards 
are dealt face down, ofcourse. He is then to put the rest of the 
cards in his packer. 








‘You turn around and point oct that you have not seen the 
face or back of any card; that there is no conceivable way you 
could know the identities of the five cards lying beneath the 
several thicknesses of handkerchief. 

Yoc-yon divino all five of them. 


MINDSCRIPT 3: THE SYMBOL TEST 

‘Again the question is: how do you got the pattern? 

Forthis we nse an idea of Bob Hummers. The sixteen cards with values of 
1 are propaced by having their backs treated with roughing fluid, The other 
sixteen cards are without preparation. 

Hummer’sprinciple—which he used in a marketed affect called The Magic 
Carpet^-is this: Tf you touch a carû through a handkerchief (or other suit- 
ble cloth) and the car's back is not roughed, the handkerchief will slide over 
the cand if you exert a bit of lateral pressure. If however the card's back is 
roughed, then the card will move long voi o handtorchiof. 

Itis a very noticeable difference, easily felt. 

Now, in folding the handkerchief as indicated, and instructing the specta- 
torto deal out the cards and then cover them with the handkerchief, you have 
onicolled him into desling the cards Into a row of vory specific size, Thic 
means that, while you will not be able to see the cards, you will be able to 
fouch each one of them in turn, as you will know its approximate location. 

What you do, then, is to stress the impossibility ofthe testas you talk about 
how t, noonecouldnou whar these fle cardsare.. your hand lightly touches 
them through the handkerchief, in a tapping fashion. In doing this tapping 
‘you exerta slight forward pressure. The cards that are roughed will move with 
the handkerchief; the cards that are not roughed will stay where they are and 
the handkerchief will slide over them. 

“Thue do you get your pattern, You surreptitiously consult your ouelist..and 
make your divination. 

(Sote: in some cases a roughed deck as just described may be used for the 
prior test instead of the matte-spray deck, since the roughed finish is duller 
than the standard finish. Exercise some judgment however the difference 
may be foo noticeable) 

Regarding what you've just road, there are two points ' like to make—one 
philosophical, the other technical: 

Philosophical: 

‘Those of you who have read this far are aware of the fact that Lam not, 
generally speaking, in the habit of toting my own hom (in my writing, at 
least), telling you how wonderful are my creations. | don'thecause Tassame 
you will make chat decision for yourself... 

However., I would like to semhumbly point out that the effect T have just 
doscribed is by any reasonable standards fairly strong; from the spectators! 
‘Point of view you divine five cards which you never see until after you have 
‘completely conchided the divination. Irs an effect that will foot any layman, 
and most magicians anā momtalists. 

Let's keep it that way. 


See Kant Fulvos compilation, Bos Hosts Coutscreo Seces, pape 25. 
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Ifyou are the onty one around who can do this stuff—you're special. i 
уоп teach it to your friend Bill, so that he can de it too, you are now only 
half as speci 

as P'vesaid elsewhere, mentalism is suppose tobe special, itis supposed 
to be miraculous. A miracle that a lot of people can do is no miracle at all 

Please understand: I do not say this so 1 can sell more booke--1 don't caro 
iF you never tell anyone the source of the material you're using, I would lke 
deto zemain—as 1 said special 

Id also like to point out that it is far too easy, these days, for people to 
‘obtain information zbout magic and mentalism simply to satisfy idle 
curiosity. Tha fact chat they may belong to a magic club, or a mental group, 
doesn mean a damned thing. If they are performers and want performance 
material, they will goto the effort of obtaining it themselves. If they're not 
performers, they don't deserve to have it- unless their curiosity is so 
overwhelming that they are willing to go to the necessary trouble. If that's 
the case, make them work for it 

Don't hand people information on a silver platter 

End of lecture 
‘Technical: 

‘The technical point mentioned is an application of mnemonic technique 
to the gray code. 

Thave mentioned earlier that itis possible to memoriae these sequences; 
here's an approach to doing that, 

As you undoubtedly know, the gray code we have been using is an aspect 
of whats called the binary system of numbering. With this system, any 
number can be expressed by a combination of 1's and 0's, depending on 
their relative position. 








185421 

"The principle, simply put, is that if appears ata particular position, you 
add the value of that position as indicated above; ifa0, the value of that posi- 
tion is not added. 

1, for example, you wanted to indicate the number 3, the blnary number 
symbolizing it would be 0-0-0-14, You donot wish toadd th 16, 8or4 values, 
so their position is indicated with®;2 + 1 ~ 3, so you puta Vin the positions 
equaling 2and 1 

Likewise, the number 20 in binary would be 01-0-0, since you would wish 
to add only the first and third positions, the 16 and 4 respectively. 

Tt therefore follows that if you have a binary pattern at your disposa, 
guch as we have been using in the preceding effects, you can translate this 
Into amamber. 

If you are familiar with mnemonic technique, you can then change this 
number into a picture which can be associated with a design or word that 





MINDSCRIPT 3: Thi: SYMBOL TEST 
begins that sequence of five designs in the stack. its thus possible to do any 
of these rontines by memory without any need for a cue ist. This sounds a 
iot muore complicated than itis; once the basic mnemonic keys have been 
developed, In performance becomes automatic. 

(wîî point out that, while Lhave dane these testê by the mnemonic moans 
described I've always had a cue-list handy in the svent my brain might 
‘suddenly go bad on me.) 

For these effects the deck must always contain the £il thirty-two cards of 
the stack its in the nature of the gray code. For those of you who would like 
touse playing cards in thiseffect, rte thaLthe French pue! deck consists of 
exactly thirty-two cards, 
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— our ase effect using cards takes a somewhat diferent approach; 


here a deck of twent 

"Three spectators are involved. Having mixed the cards you 
hand them tothe first spectator she cuts the pack several times 
and then deals it into three piles. 

"The xeannd sperratar chooses any of chase Uhre piles; the 
other two pile are discarded. Spectator "Iwo cuts the packet he 
holds any number of times and then deals ihis packet into three 
smaller piles. 

‘The thint spectator chooses any of these three piles; a before, 
the other two piles are discarded, The pile held by Spectator 
‘Three will consist ofthree cards; she retains one and gives one 
cach tothe ether two spectators. 

The three spectators goo a blackboard —in any erde—and 
draw their designs, 

You, some distance away and with your back turned, divine 
the three chosen designs 

Here's tho chart 


TRISONIC (after Finley 
Ti 223 222 
133 333 — 233 
ia 122 лаз 

‘The above nine sois of three digia cach represent design 
cards in groups, the cards being rawn with one, two or three 
lines—as for example a circle, a cross and a triangle. 

Asin the frst tost described inthis section, cach set of Values 
isunique—thusif you hear first two lines, then perhaps asingle 
line, and then two nes, you know it can only be (hc1-2 set 





seven cards is used, in che following 
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(as mentioned, the order in which the designs are drawn clearly does not 
mater) 

To prepare, you make up a deck with the designs having the proper 
number of lines as indicated, and stack them as above; note that the order 
ofthe nine sets does nat matter, but the cars within cach sct must atay 
together at this point. 

Once this stack hasbeen dane, you now deal the cards into three piles teft 
to right and thon gather the piles left to right. The deck Is now stacked for 
performance and your preparation is completa 

Strange as it may seem, # the proceduce as given carlicr for the selection 
of the three cards is followed, the three spectators will always end up with 
the three cards of one particular set! This concept and stack is Alex Elmslay's 
he used it inan effect called Animal, Vegetabie, Mineral which appeared in the 
New Pentagram. 

Here we combine Elmaley's principle with sound-reading: you have only 
to count the number of lines taken to draw the three designs unis gives you. 
‘your three digits and thus, consulting your cxe-tst, what the designs ae. 

(Not to complicate matiers—but [as mentioned regarding the first effect in 
thissection] you may find it abit difficult to come up with the requisite number 
nf designs that will he naticfartory using only ome, tin ar three lines Ofcourse. 
You only need lo be able to differentiate between the three classes of design, 
за they can Just as well be drawn with two, four and six lines—or three, six 
and nine lines) 

(NOTE 1993: Subsequent tothe original publication of this routine Phil 
Goldstein came up with anther approach to the Elmsley concept that 
might have application here; you'll find it on page 9 of his THEQUAL 
published in 1984.) 

‘One other point 

Though this is an extremely baffling effec, dont think itis appropriate 
forcerain types of shoiss—nighiclubs, for example, where you have a fairly 
‘brisk tempo of performance, In Tectare-demonstrations, and shows far orga- 
nizations and clubs, ie will work wonders, 

+ 
A Gina though, regarding symbot-card decks: 

Many performers avoid such decks, feeling that tey don't have the lati- 
tude, the range of effects, available with playing cards. In fact a number of 
symbol docks have респ devised whore cach design was a direct analog of a 
playing card bt Regan described sucha deck in Mental Wise?, Bob Wagner 
had onc in Mocrc Dusoros Mierr^zsu!4 and Phil Goldstein s was desoribod 


VoL 5, No S July 1073: page 38. 
‘vol. 3,0 10; Jana 1957; page Y 
"Pues. 
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in bis GREEN BOOK OF MrNTALSM'. With any of these decks you can stack 
‘them, putthem in irdexes, etc, justas you would with regalar playing cards. 

I bring all this up as preface to an idea I came up with over twenty years 
‘ago, which was io use the mnemonic picture equivalents for playing cards 
HaT for Ace of Hearts; HeN for Two of Hearts, etc.—as a picture deck. From 
a layperson's point of view it was a random assortment of drawings—but 1 
could do nearly anything that could be done with a regular pack of playing, 
cards. Soveral lists of these ‘picturo-equivalents' are available in books on 
‘mnemonics by Roth, Lotayne, Zufall and other sources, 

(NOTE 1993: Since the original publication of this MINDSCRIPT in 1982 
this notion—like many others in this collection has appeared elsewhere 
Without credit. How surprised am I7) 


a 
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and, once you'have turned your bask, draws iton a chalkboard. Now to make 
things a bit more difficult—you ask him to look at the design on either side of 
the one he has selected (Le, either to left or righi). He is to draw that design 
aswell on the chalkboard, Of course, fle has chosen a design atthe extreme 
end of a row, he only hss the one adjacent design to use 

Both designs having been drawn on the chalkboard, you—stil with back. 
turned, or genuinely blindfolded make your divination. 

‘We nse the two principles we've used prcviously unique combinations and 























E ТУ НН 
Another chat; [PAIRCEPTION Line COUNT 
i[s[s]a[4 
5 [5[6|[6&[1 
1|[1[2]|2]|3 
2|e|4|1]|5 
ENERERERE! 























Fach of the digits, as you hardly need me telling you by nowy, indicates the 
number of ines needed tn raw the dncign in that portion. Tha designe | uae 
‘are shown in the chart on the previous page, 

An yos wil note, the mumber of lines taken to draw any side-by-side pair's 
‘a unique combination—so that if you hear. 

stroke stroke-stoke-stroke-stroke 
followed by— 
steokestrokestrokestrokestrake 

you know the two designs are drawn with five lines each, and thus can 
only be the two designs that begin the second row: the Roman numeral II and 
the square with the interior diagonal ine. 

Ancther example: you hear uve strokes, then tuo vhich can only be the 
last two designs inthe third row: the ler K and ehe equals sign. 

‘That's all there is to the method. Regarding presentation: when you're 
instructing the spectator use the phrasing the design to left or night or the desi 
om ether side." Dont зау, * Фе езп nest to i because the spectator might 
conceivably construe this to mean the design above or below, 

On preparing your chart the horizontal Hines should be much heavier than 
the vertical ones to indicate five rows of designs, rather than a five-by-five 
square. 

Akernatively—rather than using a single chart, you might use ve sips, 
pach cantaining the five designs of a row; the spectator mixes the strips, 
chooses one anû selects from it a design. The clTect continues as usual, This 
approach avoids the problem of the spectator selecting designs from two 
different rows oa Que Lart, in spite of your instructions, 


MINDSCRIPT 3: Tu SywnoL Trsr. 
One other point, useful in a number of these effects: 
"The spectator is atthe blackboard and you instruct her to draw her design. 
Sha does so and you note the numberof fines; thon, after a pause; you appar- 
rely continue your inseructions with ^. nd tell me then youre done dat.” 

‘The spectator responds that she has already done it...but your question 
sells to the rest ofthe audience the idea that you didn’t know (couldn't tll) 
thatthe design hed been drawn, 

Obviously you won't use this bit when it's very quiet or the audience is 
very neat, for the spectators would know that you must have heard the 
sound of the writing. 

'A patter possibility- somewhat more eldborate than just the to maksit more 
ical Vine mentioned earlier to justify the two choices—might be that of 
ice andchance: the spectator has a free choice as to onc of the designs, and 
the other one is whichever by chance happens tobe next to iL 

“As an alternative you can have a husband and wife or tro sweethearts (not 
necessarily mutually exclusive pairs) come up: one draws the fest design, the 
ther draws the adjacent design—and you may even get a bit of fun out of 
‘which of the two gats the free choice. 

Our nexe itom with a rhart is called. 
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CHARTRUSE 


AMT cffc: as perceived by the spectators is this: 


You have a lage chat, folded once each way. You unfold 
and the audience notes that itcontains atotal of sixteen die 
tent designs, four in each of the four sections. (Rach section 
afifleensinch square card; the four cards are hinged toget 


with cloth tape.) 


‘A spectator is asked ta take part and he makes a ment 
selection of any one of the sizteen designs, You have hi 


concentrate on the design, make a mental image of it 


try to receive it, and don’t Seem to be abe to. 
concentrate just a bit more. 


and you name the mentally slecisd design. 

That, as I've said, is how it appears to the spectators; the ex 
description is that you show the charthe looks at his design 
You fold up the chart—you try to get an impression and fail 
You unfold the chart and have him look at his design om 
more— you fold the chart up again- and you name the thougt 


ofdesign. 


Whar semally happens is this: the second time the spectat 
Iooksat tho chart, he is really looking at a diffarant chart wi 


another arrangement of the designs. 


‘you have hi 








FIRST ARRANGEMENT SECOND ARRANGEMENT 
12/56 19 |146 
34 |78 513 |102 
9 10/1314 15 7 |4 12 
11 12 |1516 11 3 |8 16 























Minpscrurr 3: THR SYMBOL Test 
“The chart is actually made something lika the old Buddha money papers; 
Hake a mockup, ake a square piece of card and divide it ino a throe by- 
re square cut off the squares at upper right and lower left and letter the 


AB 
asm CDE 
[CDIE F|G 


"section behind D. 


[] ЕС 


‘Then fold the outer section containing 
he EG squares in against the D. 






































| 


“This willbe the configuration of he chartin is folded state; as you can see, 
itcanbe opened very fairly to show elther of oro fva4uld sections the DPFG, 
or the other sides of ABCD. 

‘As described earlier, the fullsize chart is composed of seven fifteerrinch 
sare, put together aa per our mockup, hold together wit wida bands of 
loi tape, (You only need seven because both sides ofthe central square are 
Sed.) This tape must also be used to horder all outer edges of the chart and 
these borders should be half the width of tha interior bands. 
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Some ofthe designs you 
might usesreshown in the 
illustration at the right, 
Other designs can be used 
iF you don't care for these 
‘ut they should have the 
property of looking the 
same no matier which way 
they're turned. 

You assign a number to 
each ofthe sitcen designs; 
having taped the seven. 
squares together you now 
f in the two charts as per 
the two patterns on page 
430—four designs te a 
square. Example: in che. 
firt arrangement Desten 4 
is in the lower right corner of the upper lefthand square; in the seoone 
arrangement that same design Is în the upper left position of the lower right 
Hed exon, 

‘This particular system of rearrangement has a purpose, Which isto retain 
the relative positioning of any given desien—vhich isto say, s Ehe spectator 
noted that it was at an outer corner of the chart, when he sees it again 
on the other chart—it will si be at an outer corner The concept here is 
that—since the chart has no clearly marked top от battom-—when the 
spectator spots his design again, wherever it happens to be, he will simply 
think that you have inadvertently turned the chart ninety degrees or a 
hundred and eighty degrees—he will not realize that the chart has been 
completely rearranged. For this reason It Is essential that yor keep to the 
pattern redistribution indicated, 

In performance: 

‘You show the folded chart and unfold it to show the first arrangement 
Having selected a spectator to take part, you stand about seven feet aray from 
‘nim and hold rhe chart up so that it isto onc side of your head, sort of resting 
on your shoulder You ask him to decide on a design and to fix his concentration 
on IL Looking at his ayes, you wall be able to tell which quarter ofthe chart 
hes looking at. 

(This is the reason for the wide cloth hinges, to give the four sets of four 
designs as wide a separation as possible) 

Lers say that you determine that he's looking at the upper righthand 
square, ie. the one containing Designs 5, 6, 7 and 8. You fold up the chart 
Jet the hand holding the chart drop to your side—and ask the spectator to 
concentrate farther, 
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He does so and 2a previously described, you sccm to zun into difficulty — 
so you bring up the chart and have him look at hîs design again, This time, of 
Course, yol unfold the chart to show the second arrangement; the corner 
bearing Designs 1, 5, 9 and 13 is at the upper lef. 

‘Letus presume that this time he is leaking at the lower righthand square, 
which in this chart has Designs 4 8, 12 and 16, There is only one design 
‘Common to the two squares he's looked at—and that is Design 8. 

“Thus you are now able to make the divination. 

“Again let me point out that you hold up the chart beside your head, much 
ıike a TV model phiching a produc; this position isthe best for determining 
which ofthe squares the spectator i Tooking at Also, both times you hold the 
hart with the No. 1 design in the upper eft comer. 

“Another example: the spectator frst looks atthe lower leftchand squam— 
and on the second chart he’s looking in the same place, The design in this 
case can only be No, 1 

"he chartas Ive described itis the design I believe to e the best. You can, 
however, do this with something along the lines ofa folding game-board, with 
‘an outa flap (If you use thiit mustbe a board that foe into quarters a sing! 
fold board would give the second display an altered appearance in reference 
odis centra fold 

In an early version of this 1 had the chare mounted in a large frame, Chart 
No. 2 was permanently mounted in the frame, and Chart No. 1 was on a flap 
thet dropped out when the frame was placed face down on the table for a 
moment; the handling was identical to that for geing rid of a flap in a slate- 
Writing routine. You have a logical reason for setting the fame down in that 
You think you're finished with ity when you can't discern the design you have 
o pick it up again — minus the flap. If you use this approach, do remember 
that unlike a cate e frame must be square, to avoid any orientation cues. 

if yon use (he chat rst described, however when you're holding it for 
‘he spectator to look t, tne section behind which the other throo sections are. 
hidden should be at a slight angle to the audience so that there's no chance 
they will note the extra edges. 

Tt is, of course, essential to get tho spectator to stars at the design. To 
condition him te do thissay ehat you have to have a mental link with himy 
fell him to stare for a few moments inte your eyes, or at a spot you indicate 
on your forehead, before you begin. 

If as could happen, you nd he can't fix his gaze—simply say that you dom’ 
sense a mental link with him and you'll have to try someone else. 

[Another approach ia to do a preliminary effect in which you make the 
samo request of a few spectators (‘Look at the crystal...) and see who 
follows your instruction, 

You will find, in performing this, that spectators attach no importance 
whatever to the opening of the chart the vevond me; if they notio it at all, 
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and they usually dont, they will regard it as either a logical reality or a 
presentational nicety—they won't connect it tall with the method, 

Тус wish to employ mnemonics hora, instead ofa cue-ist, the application 
is rather straightforward: think oftha four large squares as 1-23-4 lef to right, 
top to bottom. 

‘An example might be that the spectator looks tha first time at the upper 
left, the second time at the lower right, which gives us 14. 

The mnemonic for this might be TiRe—and if your Design 4 (the one 
thought of) is, say, a circle, the association between tire and eile is an obvious 
‘one. In choosing the designs for your chart you can create them to associate 
specifically with their mnemonic values, 

Let's say the spectator chooses Design 6, which appearsin Square 2 an beth 
charts. Your mnemonic is 2-2, which translates 28 NUN. If Design 6 is across, 
again it's an obvious inkap. 

With only sixteen designs, memorization is hardly a problem in amy case. 

Otherwise, of course, you can always have the two digits indicating the 
squares looked al, and the design they indicate, on a cue list. 

CREDITS 
“Thus ertoct was inspired by one invented by ‘Ibm Sellers?" In the Sellers effect 
{wo name charts were used openly. 


‘Silent Thug Rea, which Prstappcarel in The Gen, Vol 11, No. 2: Tuna 1955; page 
52an later In Ња Вот отиди раев, 


ON THE COLOR- 
COUNTING FRAME 


——=—== The color-counting fkame is the forcing device, variously credited 
te Stanley Callins and Ernest Noakes, in which you have a four 
ty-foursauare chart.  foree color is in Squares 1,6, Band 14 
(af ta right, top to bottom). 

Any number from one fo sixteen can bo called out and, 
depending on which edge ofthe chart isup, yeu can reach one 
of the four force squares. 

“The problem with this device is that the force information 
has to appear four times. Solutions to this have involved words 
which were anagrams, the use of foureway outsand those of 
‘you who have read Framedown, back on page 37, will call my 
‘bee ofa single ont involving four apparently different designs. 

My thought here, however is to eliminate ane of the four 
{ores squares. if the lustration en the next page, only the three 
Xd squares are needed. The numbers along cach border are 
those that will reach a force square with that edge at tha top. 

‘This is accomplished very fairly by counting either left to. 
sight, then top to bottom OR top to bottom, then left to sieht | 435 
To tske the numbersat the top in our illustration as examples: 
4, 10 and 15 are counted to by going from top to bottom. The 
procedure appears complctely straightforward. 

With only three force squares to deal with, you can have. 
sixteen different designs on the chart and cover the 
possibilities with one three-way envelope? 





Senher that in Aroemaas PRACTICAL MENTAL EFFECTS, page 127, 
ar Sanderoow's i is Pucstess Macie, page 37 
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Another thought on the 
frame: 

‘Many of you who use it do 
so in conjunction with an 
Idea of Rupert Gilbert's 
called Precogmition™™ 

Gilbert's concept was to 
have the opposita side of the 
counting frame arranged as 
a dartboard; the spectator 
would choose a number, 
naturally, by throwing a 
dart. Gilbert's lovely notion 
was that, in turning the 
board to bring the number i» 
the toy so it could be read, 
you brought it into the right 
position to be turned directly 
around for the counting. 

Jf you use this, try the following: 

Your prediction is in an envelope. This envelope is in reality a double. 
envelope; in one compartment is the color or design tobe forced by the color 
counting frame—in the other is a prediction ofany namber from one to sixteen 

What will happen, Seen-sizteenths of the tima, is that the spectator will 
throw the dart into another namber than the one yon have predicted. In these 
cases you turn the board around, go through the usual eut and procedure, 
and open the correct compartment of the envelope to reveal youz color or 
design prediction. 

However 

every sixteenth time or so, the spectator wil throw the dart into the num- 
ber matched by your prediction in the other compartment of the envelopo. 
When that happens you uike out that prediction, hand it to him to read. 

and he reads your correct prediction of his selection of a number by a 
freely thronum dar 

Here, of course, you make no mention whatever of the color-count frame 
on the other side of the board. 

Doing the effect this way involves hardly any more work than the usual 
rontine~and every so often itgives yo a miracle, 














“which appeared Gein The Gen, Vl. 7, No, May 1951; page 10—and then later in 
Mate OF Tie MNP, page Bé, 


MINDSGRIPT 3: THE Sunol TEST 


CROSS-REFERENCE 
Pramedoun—page 37 
Handbook page 496 
Synibotd- pago 713 
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MAGAZINE 
MISCELLANEA 


AS aN iNTTRLUDE (rom the chronological order 
in which these sections have been appearing, 
here are some items which have een published 
in magazines and elsewhere over the years, 
Most of the following items have appeared in 


Maick, New Invocation ane Genii. Two offocta 
originally appeared in Burt Sperber's collection 
Miractes OF MY Prrenns. The final item is pre- 
viously unpublished. 





HELLRPHONE 


(New Invocation, No. 31; February 1986) 


EFFECT 
ER goa sho an old upright telephone and explain that it once 
belonged ta a Dz Praetorius, an oceulistand mage ofthe 1930s. 
‘You give the phone to a spectator, who may look it over, iis 
bottom is long since gone, so the spectator can see inside and 
ora VI f is mo inanis, electi ойк я. 

Handing the spectator a small book, you tell her that his was 
Praetorius" address book —and she may noe its age partly from. 
its condition and partly from the fact that the phone numbers 
are all ewolettor exchanges and four digits, rather than tho 
seven-digit numbers now used. 

You step wel away and have the spectator decide on any 
‘one in the addres book and dial the number. After a pause you 
зау, Tdant think youT be able to reach Madam Vargas. who 
is, ofcourse, the person the spectator has dialed. 

METHOD 
‘The phone is perfectly ordinary, and may be obtained at any 
antique or junk shop; the magic you use to learn the identity 
‘ofthe porcon called is uot black or white but gray—a gray code, 
tobe exact, in combination with sound reading 

oth principles have heen around for along time; the first 
time they were combined, to my knowledge, was in my 
Grayuen (page 412), Here we haves new application ofthese 
combined techniques 

“The secret lies inthe phone numbers, and hoy the sound of 
dialing may be translated into a code that identifies the person 
called. To do this, we consider the first three mimbers on the 
dlal-1, 2and 310 have a value of O; the last three digits on 
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Мимо, Мети & Maciek 
the dial—7, 8 and 9—to have a value of 1. You will And it very easy to differ- 
entiate between the sounds made by dialing numbers in the ewo sets. ll that 
isnecessary iso listen, and then secretly consult. 2 cue-shicet which gives you 
the information. 

Lers tike Madam Vargas for an example: rhe phone number you created 
frher was TRump 2531, you hear the spectator dial long-longsshorsongshori- 
Shart, and you translate this into 1-1-0-1-0-0, remembering it aselevenohone 
Tons a quic peek at your cue-listto find the name listed against that code, 
and you hava tho name, 

Tt should be noted hat you can do this by memory, simply by translating 
the code into a two dight octal number (where the first position has a value of 
1, second position 2, and third position 4). With Madam Vargas’ number: 

14-0 1-0-0 
translates into: 3 1 
amd31 is asenclateû hy mnemonics with Madam Vargas, casily dane since you 
create a name thathas che same mnemonic ualue as its code number—here, of 
course, MaDam - 3l. 

None of this later technique is required, of course, and is only mentioned 

for the benefit of those who may wish to do the feat by memory alone. 





RLBERTEST 


(New Tnvocation, No. 54; December 1989) 


EFFECT 

Smet sou stow an old book on ritual magic, commenting tbat it seems 
to have a strange Influence on people; it tends to guide their 
‘thoughts along certain lines. 

“Let ms Mustrate this” you say, and write something on the 
topmost of a small packet of double-blank cards you hold. 
summing (he care over, You sign your name; you than Lit the 
cover oL the book and very fairly deposit the card beneath 

Now, gripping the book down further, you slowly rife the 
pages and invite a spectator to call stop; he does so, and you 
have him name any word he sees on the chosen page. 
‘Smiling broadly, you write this word on the top card of the 
packet you still hold; turning it over, you ask for the spece 
torer's name and, after you are finished writing, deposit this 
card beneath the cover, next to the fret card, You hand the 
book to the spectator; as yow do so you say that in the several 
times you have tried the oxperimant, without fail the ато 
моей has been decided on. 

When the spectator checks the two cards, he finds the words 
are identical 


METHOD = 


Tt must be said at the outset that this is an adaptation of Lirie 
‘Alber, an effect of Kat! Fulves? 1 have simplificd the handling, 
faddinga Vernon subUety and a presentational approach. 

"The only preparation isto write the spectators name on the 
upper surface of the second card frora the lop ofthe packet; this 
signature should be confined to the right vertical half of the 


pL page 58. 
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card, presuming you are holding the cards in the 

eft hand (thus, when in che course of the effect 

‘the top card is pushed slighty to the left the sige 

nature won't be seen). 

“Talking about the strange powers of the book, 
you apparently write something on the upper su. 
Tace of the top card this is only simulation, and the 
packets tilted toward you slightly to conceal this, 
You turn the card over, keeping the packet tilted 
so the speclator's name won't be seen, and fairly 
serta your name on the upper surface ofthe card, 

[Now you lift the cover of the book and appar- 
ently drop the card inside. What actually happens 
Js hat you push the card slightly off the packet (ihe 
signature on the cardbencath being on the half not 
seen) and move the hand under the book cover; as you do this you simp 
Mp the card over and back onto the packet so that its blank side showa. Sin 
the spectators believe ће card to have writing on both sides, the blank surên 
‘now showing is convincing proof that the card was placed under the covet 

"The opoolaior fairly choses a word, and yow fairly write it on the vp 
surface of the top cata; you now double lift and turn over the two cards 
fone, and asking tho spectator his name you write the word a second tim 
ling the packet agaln to chseurs this action. 

As you do this writing you don't say anything, but you smile and shake yo! 
head as IT to say to yourself, “Incredibie—it worked again.” This îs to sell tl 
{dea that the spectator has just named the word you expected, in accoréan 
with the presentation. 

Te now only remains to deposit tha bwo cards as one under the book cove 
їп doing this, when your hand is hidden by the book let the two cards sep 
tate and push ofF the upper one so it flips off your fingers and turns over as 
drops. Then drop the other card squarely In this way both carda will be four 
signed side up—a small but important point. 


Impromptu version 

If you've not had time to preparo, you begin as usual by apparently writing 
word on the top card of the packet. In fact you write the spectators nam 
then you frown, mumbling something like "No, rhat wasn he ward...” àt 
second deal a blank card from beneath it. (Since the cards are tilted towa. 
You this requires no great skil.) This card is torn up and another card is taki 
From the bortom of the packet and casually placed on top as you talk. You a 
now set for the routine as usual. 





This ange 15 adapted from Dal Vermonta Electromagnetic Aces routine, published 
Arcane, No. 9; Jan 14, 1983; page 107. 


MAGAZINE MISCELLANEA 
It is important to imply in your presentation that the same word is ойо 
picked; his has some strange logic the power of the boak—and italso steers 
Jinalydcal spectators toward the blind alley of tying to figure eut how the word 
‘might've been forced—Which i, of course, not the case 
CREDITS 


As noted in text 
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INZITION 


(Magick, No. 424; May 26, 1989) 


EFFECT 


Mos open a small busipess.card case; in one side, of course, are 


‘your business cards. The other side shows, through is clear 
Window, a plain white card bearing the words Desravy Cans. 

From a deck of cards you have the querent selecta card by 
татли cutting procedure, You hand her a pessit anid ask her. 
to write on the fave of the card a word or phrase to represent 
the question she has in mind. 

"This dore, you open the business-card case and slide the. 
playing card under the white card already there, making clear. 
that yon do not sce the writing. T always do a preliminary test 
to establish that we ane iruly en rapport,” you say. What was the 
identity of the sard yena chose 

“The Teo of Hearta, responds the querent, You remove the 
‘White card and hand itto her When she turns it over sho finds 
the message: Your Destiny Card Je The Two Of Hearts 

Putting away the business-card case, you smile and comment 
that it is clear your mind is linked with hers, thus you can 
Procood-and you do, using the cards to divine her question 
with considerable accuracy, 

METHOD 
‘The card ease has a window eatin the back ofthe clear pocket 
side thinside is, of coucee, hidden from the querent when you 
take the case from your pocket. When you open it, the DESTINY 
‘Cano in the pocket covers the window, all seems fair. 

‘The Two of Hearis is forced by the time-honored cut-decper 
foree. (Two oF Hearts on top of cabled deck; querent cuts a small 
portion and turns it face up cn deck. She cuts deeper, turns this 
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ortion face up on deck, and thet Tooke atthe first facedown card which 
rill be the original top card.) 

(NOTE 1993: Maybe ya had better use another forcing procedure the 
deeper force has been exposed several times in books for the public in 
scent years) 

‘ater the querent has written a word or phrase relating to her question, you 
aide the playing card into the clear pocket oF the case, under the white card 
{heady there. Thus when you remove the white card the playing card now 
‘onceals the window. 

‘in putting the case away you glimpse the writing through the window and 
das are able to answer the question from a layout of the playing cards. 

“additionally, you might marleor corer-short the Two of Diamonds, and in 
tha course of answering the question have the querent choose a "Card of the 
‘ature’ which tars ou to be the mate of her Destiny Card...a very good 
omen, Both red Twos could be marked ar comer-shorted, if you wish; thus 
fou could first have the querent shuffle the cards, and then gut the Two of 
Tiems to the top as you explain how she is to select hor Destiny Card. 
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DELLEPATHY 


(Magik, No. 321; July 1, 1983) 


EFFECT 


— Yo hand aapactator a slate and a stick of chalk, and request hir 


to print on the slate any throo- o» fone-ttor word 

You turn away as this is done, and pick up a small pocke 
dictionary. Asking he spectator to concentrate on his word, yot 
Леа исик), dhe dictiouary. You eventually stop aix read ¢ 
definition; i Bis tbe spectators selected word. 


METHOD 
‘You use the technique of pencibzeading. Here, however, vor 
use an adjunct which will help considerably in homing in or 
the selected werd. 

"The dictionary you use is not an ordinary one; it is the DELI 
Caosswcep Dicrioxasy (Dell paperback No. 103140). You have 
removed its cover and replaced it with the cover of an ordinary 
paperback dictionary. 

‘The special feature ofthe Dell dictionary is ts Ward Pode 
section (pages 220-384), Ifyou know one or two of the letters 
this section will enable yor to locata any possible words witt 
‘the known letters in given positions 

For example: you see the spectator make a straight linc 
and two curved lines for the first letter, so you are reasonably 
зше ik is a B. Likewise, you observe that the last letter it 
probably a W. Looking at page 200 (in the edition specified. 
‘you find the listing B= #W at the bottom of the page, anc 
from it you learn that the word can only be one of four 
BLEW, BLOW, BREW or BROW. 

Given this range of possibilities, and what you noted of the 
‘sro unknown letters itia fairly easy to get the Word, Ifthe thire 
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Tetter is one stroke (the O), the word must be BLOW or BROW-etc. Bren if 
you have no clue as to the missing letters, the listing provides you with the 
group from which to pump. 

"When you ate sure ofthe word, you turn to another page and apparently 
read the definition; in fact you ad lib a definition to sult the selected word, 

+ 

Some years after writing the above T came up with the following high-tech 
version of the same effect 
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AURORACLE 


(Magick, No, 472; May 28, 1982) 


EFFECT 


amt our only visile props are a packet ofindex cards and two markir 


‘pens. Handing about halî the packet to a spectator, you reque 
that she write any standard English word on one of the card 
printing i clearly so everyone will be able to read it later; st 
is then to bory it in her packet. 

Without ever approaching her, you make a few scribbles o 
one of the cards you hold and then divine the word. 

METHOD 
‘The primary technique ie pencil zeading; you watch the motio. 
ofthe marker lo discern the letters, (Noto: since the marke 
has a large nib, the spectator must print larger letters in orde 
for them to be legible; this simplifies your task considerably 
However, you also have a secret electronic devies to assist yo 
in discovering the word. 

It is called the Aurora SCS EZ Spell" Available in man 
electronics sores, and roughly Unc size and thickness ofa doze 
playing cards, its embedded in the hollowed-out stack af inde 
cards you retain when you hand the other half to the spectata 
Tts keys are set flat onto it plastiomembrane surface, so ther 
is no sound when it is used. 

You watch the spectator as she writes; letis say that from you 
sbservation you know that the fist and second letters are 
and R—you don't know the thied and fourth—and the fife 
(Final Jette is N. As you talk you simply punch BRYN int 
the EZ SPELL. (The device is so small that this ean easily b 
done witli short movements of the thumb; the technique ist 
fact very similar to that used to thumb-write on a card held 
the hand ) The #2 SPELL will display a notice tha iL is luuking 
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sd then bring up the word BRAIN. TE you presa the down arrow it will show 
WS, another press displays BROWN; and another pross displays the word 
PA indicating that these are thc only three words that have the lettara in fhe 
Minn epeified Prom this point, krowingthe possibilities, you can simply 
ump for the correct word? 

ar the final revelation, you te a Loose card from the bottom of your stack 
vehere the word, have thespoctator remove her word card frora har packet 
Pd then display to the audience the two cards bearing the same word. 

"The EZ SPELI has a memory containing several thousand words; however, 
atake tinga easier for yourself you ask for a 'sandard Engtish word to keep 
Pe pectator from coming up with some polysyllabic nightmare containing 
wenty letters. 


Sof curse sho might have picked BRUIN, which apt in the device's momary, in whieh. 
seri aut of ik tnt who over ted yo" Mattel would eave all Your 


problems? 
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KYSTIC 


(мад, No, 411; Oct. 7, 1988) 


EFFECT 
mm ou show a deck of cards in its case and ask a young Tady for her 

favorite card, “The Four of Clubs,” she might answer. 

fus really your favore zar" you continuo, hy dort you 
blow it a kiss?” Perhaps fecling a litle silly, th lady does so. 

Yuu remove the deck ror rs case and display the caras, on 
card is en to have the imprint in zed of a kiss—and itis, of 
course, the Four of Clubs. 


METHOD 
‘The deck consists of rough-and-smooth pairs; the pairs arc 
‘much like those in an UltraeMental Deck, the two values 
{ola fourteen and Hears are paired with Diamonds, Clubs with 
Spades. Unlike the UM Deck, however, both cards of the pair 
face the same way. 

(On the back of the lower card oF the pair and the face ofthe 
"upper, the imprint ofa pair of lips is made with red stamp-pad 
ink; novelty rubber stamps bearing a lip-print may be used to 
do this, In addition, the deck is marked on the back. 

ass ‘The cards should be paired so that when spread the face side 
ofthe deck shows all the even Hearts and Clubs and all tha od 
Diamonds and Spade. If tha named carê is one of these you 
spread from tha hack, splitting at the appropriate pair (guided 
bby the marke), Ifthe carû is an odd Heart or Club, or an even 
Diamond or Spade, you spread from the face. In tha caso ofthe 
above named Four of Clubs you spread from the back, split- 
ting at the companion card of the one named (the Ten of 
Spades); if the Ten of Spades is named, you spread from the 
face and split tbe pai at thc Four of Clubs. 
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Ofcourse you never state at the outset on which side of the card the lip- 
stick imprint will be found; you don, in fact, say all that much, letting the 
effect speak for itsel: While an extremely mystifying effect, this should be 
played witha light touch and humorous approach. 

When doing this effect foc a gentleman, yeu might ask the name of his 
favorite female singer or actress. When he talls you, you mention that by 
Curious coincidence you performed for her recently and she kissed a cand, If 
he and she are truly soul mates, he may be able to sense what i is. 

(itisunfortunately necessary to add that in these weird times you must 
void doing this presentation for anyone wha seems remotely likely to take 
‘seriously. 
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NO/NO. 


Magick, No. 442, July 13,1990) 


EFFECT 


mera You hota seated envelope and announce i contains a prophecy. 


Pointing ata spectator you ask him to name the firs two-digit 
mmber that pops Into mind; let us say he names fifty-two. 

Astounding!" you ery. “Amazing! Absolutely right. Youre 
атайт от НЫ: Цан et try someting else.” At this polnt 
there willbe a mild laugh from the audience, since you make 
no move to show the prophecy. Inseaad, you scribble something. 
on the back of the envelope. 

Putting away the pen, you say ta the spectator, Tue writen a 
word in the English language. Fonesty—do you have any idea 
hat Fue rien" The spectator says, No." 

“Even more amazing!" you respond. “Even mare astounding! 
Look what I rale..." 

You turn the envelope around, and indeed you have written 
the word ND. 

On the laugh, you tay, “I do believe you people are a bir skep- 
Hel, Look, sir—first you named the number fifty-two, correct? 
‘As you see, the envelope s scaled ls sco whats inside You 
tear open the envelope and hand the index card within to 
the spectator and ark him to read it aloud. He reads, “You 
ti select the number 52." 

METHOD 
‘The effect ie accomplished very simply. On the envelope you 
have previously written the word NO. tis a carbon envelope 
(a piece of carbon paper is taped inside the envelope to transfer 
‘writing io an index card), and the index card sealed inside has 
айтат om ie You wil selec the number and a space left forthe 
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umber. This space should be in the center of the card so you will know 
where to write on the outside of the envelope. The writing has been done 
through a sheet of paper and carbon co the number added later will match 
in appearance. 

In performance, after the initial part of the presentation, you apparendy. 
write the word NO on the envelope. Acnially, you write the Just named two- 
digit numbez, using a pen which has been written dry; it acte as a stylus and 
the carbon in the envelope transfers your writing to the prediction card. 

Since the word the spectators immediately see is two characters, and you 
have written tro characters (actually toro figures) all seo me fair You conclude 
the routine as indicated abovs, opening the envelops and removing the index 
card with your now-complete prediction; you hand it to the spectator to read. 

"This is a nice and simple opener for an act, as it starts on a light note and 
then urns into a very solid mystery. 

NOTE 
_As an alternasive tothe carbon envelope preparation, consider the following 

‘Separate the right seam on the back ofa Ietler-size envelope; coat the two 
surfaces of this seam with rubber cement, and also the right side of the 
Envelope flap and the place on the envelope proper where it will touch when 
The fap is closed. In the right triangle-shaped area of thu envelope write the 

word NO with a marking pen. 

7) Таке а three-by-threc-inch 

square of index card and plaoe 

| it over the word so that its left 

side goes between the two 

rubber-cemented surfaces, and 

its right edge io even with the 

right edge of the envelope. (In 

the illustration (he Index card 
has been shaded for clarity.) 

Lick tho left side of the flap and fold it down into place. IF you hold the 
envelope at the right edge it should appear blank and normal. 

In the routine, you (really) write the number on the card directly and 
then slide the card to the Toft. t goes completely Into the envelope and 
ihe rubber cemented surfaces close behind It; at she same time the pre- 
written NO is revealed. 





CREDITS 


The NO gag ls quite od, of course; the basic methodology here is that of my 
outer end THritl, which you will find elsewhere in is collection 


Pages 303 anā 751 тзаргонтыу. 
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‘The envelope setup is ofmy own devising, and I first used it in the easly 
1980's; some time larar T encountered a similar notion by Gene Grant, who 
мез the first to put it into print > 
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"See Vision OF Phe Future in hie Pantin’ Incauoisse Manas Seon, page 57 


TOUCHÉ 


(Magick, No, 255, Feb, 21,1986) 





eer fs Curry’s Touch isa very sirong two-eard prediction; like many 
ofits later variants, hovvever, it used writing on the cards. In 
what follows no alteration ofthe donble-fuced deck is required, 
thus It may be used for other purposes. 

EFFECT 

You show tvo decks in their cases. one red backed, onc blue. 
Removing the blue-backed deck from tease, you spread št back 
outward and remove one card (ts back to the audience) and 
place it in a simple wooden stand. (This stand is of a size ta 
hold four cards upright side by side, and may be turned on = 
contral pivot) 

‘Removing the rad dock from its case you spread i face 
outward and have a spectator name any cară that she sees; thìs 
сага в removed and placed, face outward, beside che card 
already on the stand. 

‘saying you will zy something diferent, you remove another 
card from the face out deck and place iin the stand at the far 
end (De third position in Uae stand at this paint ls empty) 





| 





Picking up the bluecacked dock you spread or deal chem and 
acardisindicated y the spectator, this cards placed in the stand, 





Originally marketed effect, vehiG was later included in GREATER 
Macie, paue 442, ander tho heading Mite Prediction, 
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When the stand is turned around to show the faces ofthe blue-backed cards, 
it is seen that you have successfully influenced the choices; the cards are 
perfectly matched 

METHOD 

‘Required are ared/aine double-backed deck anû a double-faced deck; this latter 
‘mast not have any cards which show the same identity on both sides; the deck 
need not be complete, but rust have complementary pairs (e.g, Queen of 
Spades/Tiro of Hearts and Two of Hearts/Queen of Spades), so that any card 
shown on one face of the deck is visible to you on the other face. 

“The doviblefaced deck, with one ordinary red-backed card on top, is in the 
red case; the red/blne doublebacked deck isin the blue case with an ord 
mary card on (he botiom, set so that you can remove it with the blue side 
‘outward and the ordinary card showing at the face ofthe deck, 

In performance: 

[Remove the doublebacked deck from the case letting the audience see 
only bine bucks, of course—and, after leafing through itabil, emoveone card 
and place it in the stand bluc-back outward. This deck 1а placed on the table, 
the double-faced deck is removed from the case and (after allowing a casual 
Bimapac ofthe tap card) is spread to show (he faces 1и маи Паш, А врс 
tator names acard and this ìs removed from the spread and placed in the stand. 

‘As you do this you note the identity of the card on the apposite side of the 
doubie-facer; as your second selection you remove the matching card onthe 
audience's side of the deck. 

Example: The spectator names the Queen of Spades from the spread she 
sees; as you place this card in the stand you see the Two of Hearts on its 
opposite side. You remove the Two of Hearts from the side of the deck feing 
the audience. Audience view 

This card is placed in 
the stand ìn the fourth 
position; you then have a 
‘lue-backed card selected 
from the red/blue double- 
backed deck, and this is 
placed in the stand in 
third position 

You have now only to 
tum the stand around— 
andake your applausa. 


NOTES 
You can take the card for 
‘he fourth position—your 
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second choice - out ofthe deck without, from the spectators! point of view, 
looking at the foes; since you know it has to have on the side facing you the 
card just named by the spectator (the Queen of Spades in the example above), 
finding it is as simple as looking through the deck, 

"While mention this for corapletenese’ sake, T don’t know that ita good 
idea. 

1a handling the catds reasonzble care must be taken not to lash the other. 
sides; other than that, this routine makes no technical demands. 
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SIGNSE 


(New Invocation, No, 39; June 1987) 


HI January of 1686 Max Maven told me of Bob Farmer's notion of 
using the anagram principle for the divination ofa spectators 
andine sign. Before seeing Farmer's specific version T worked 
outmy own system, along witha repeat version—both of which 
‘were shown to Max and a few people at the Magic Caste, and 
described in correspondence with Richard Webster (in letters 
of March and June 1986), This was well prior to the marketing 
ofa similar effet, 

EFFECT 


You have a spectator think of his or her zodiac sign-and you 

call off various letters of the sign as they come to you in 

scrambled fashion; ultimately yout namo the sien, 
METHOD 

Аз stated above, this is an anagram based divination of the 

branching variety used by Stewart James, Sam Schwartz and 

others. 

As indicated in the chart at the top oF the facing page, you 
begin by calling out che later Rand from there yeu follow a 
simple rule: when the epeceator responds es, you procceddoum 
the chart—if the response is no (the letter you called is not in 
the thought-of sign), you goto the right, 

‘An cxamplos you say R, they say yes; you head down and say 
1, they say no; you proceed to the right of the I and say А, they 
зау yes; you head down and say C, they say no; you go to the 
Tight and arrive at Turus, their thoughtof sign 

Another example: You say R, they say no; you go to the right 
and say, they say yes you head down and say 1, they say no 
You go to lhe righ? and name their sign, which ıs Lev. 
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R- 
I---A I-—Lro 
C——Taurus G——PISCES 
CANCER GEMINI 
—A-——Virco 
B— —CAPRICORN 


LIBRA 
.— —A— —ScORPO 
ARIES 


—— SAGITTARIUS 
AQUARIUS 





Note: This est example, Loo, ls the worst case, with tio no responses to 
one yes; tree others hava tha same number of yeses and noes, and the other. 
cisht have more yeses. 

(Vou can change the spectator's perceprion of the situation by continuing o 
cail off letters after you know ie sign with Capricorn, for example, you have. 
five more lettre you can name, but Md say another three would be sufficient. 

(Also, re Leo-on thc no response to I, you could say, "Youre sure heres no 
1? Thats ddl I get a ervng mage of the word lion —oh, ofcourse, Leo!) 

A wonderful presentational notion devised by Stewart James? isto tell the 
spectator to visualize the name of the sign painted in big letters on a while 
wall you explain that your special pereapsion wil play across the word inthe 
spectators mind as a flashlight beam might move across a wall, and you will 
descibe whats seen in your mind's eye. This gives some rationale for calling 
the letters out of order 

It may happen that you are asked to repeat this; if you wishi to do so, obvi 
ously you can't repeat the same sequence of lettera, and with that in mind I 
have devised a second chart, which is presented an the lollowing pags, 

‘This arrangement is nat as good as the firs in terms of the yes-to-no 
ratio, but Gemini and Leo age the only bad ones—and since presumably 
‘you've already hesitated about trying the test again, duc to the strain on 
jour ESP abilities, any difficulty will only add to the believability. In this 
Tepeat version, however, I recommend that you do use the above- 
‘mentioned sabllety of calling out letters after you know the sign, to increase 
the perceived yes-to-no ratio. 


p— —— 
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Ut 
P——ARIRS 
с 
E—-Sconmo 
Pisces 


--9 CAPRICORN 
1 
Aquarius: 
R 
A 
U——— SAGITTARIUS 
Taurus 





"The charts can be reduced in size on any photocopying machine with th 
capability, and the resultant oue-sheets can he tape ini tha Aver af û pt 
or otherwise concealed in a fashion that allows you to consule them. Altern 
tively, you can simply memorize the procedure, which is notall that difficui 

‘This Is not intended as a deep mystery, but it may come in handy & 
those times when a person buttonkoles you and yells, “Whars my sign 
however grea the temptation may be to respond, “Rad Moon Rising!” yo 
can do this instead... 
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ULTRAST 


(New Invocation, No.47; October 1908) 


EFFECT 
AREE You exhibit a small leather or wooden case, on one slde of which 
is inscribed an astrological wheel, After a brief'splel relating to 
the zodiac, you ask your subject to name her birthdate. 
“February seventeenth,” Kate responds. 
“Thin dato lo; you point out to the othave praean, in the sign 
of Aquarius. You turn over the case to reveal the following 
legend inscribed on the other side: 










RED RULES Te FST QUARTER 

Prve RULES Tue Seconn Quarter 

[CREEN Rutas THE Turen Quare 
BLACK RULES THE LAST QUARTER 











Referring tothe astrological wheel again, you show thatthe 
date given, February 17%h, is obviously in the last quarter of 
“aquarius; thus Katel sign is ruled by the color black. 

‘The case is opened and {rom itis removed a curious deck of 
cards, consisting ol the twelve signs cf tho zodiac in each of 
four colors —red, ereen, blae and black. One card is face down 
among the spread face ‘ap cards; it proves to be, of course, the | 463 
‘Aquarins card in the color black. 

METHOD 

No surprises here: we have simply a Zodiac Deck (which 
consists of he twelve astrological signs printed In each of our 
colors, forty-eight cards, plus two Son cards and two Moon. 
cant) setup as an Ultra-Mental Deck: the cands are paired back 
to back with roughing fluid on the inner surfaces and talcum 
powder worked Into the onter surfaces. So that al signs and 
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colors show no matter which side of the deck is up, one side shows the 
Brat two weeks (red and blue) of the first six signs, and the last two weckt 
ofthe remaining six. The cards ate paiced six signs apart—in other words, 
the Red Aries is paired with the Red Libra back to back; the Blue Scorpio 
with the Blue Taurus; and so on. You don't have to count months; when 
you show the Zodiac wheel on onside of the cave (which may ba ent from 
å magazine or book illustration) you simply note the sign apposite the 
named sign on the wheel. 

"The pairs should, of course, be well mixed to give random appearance to 
the deck; they should not fellow any specific numerical or astrological order, 
‘because this would make it easier for an astute spectator ta note that ony halt 
the deck is on display. Also, you must always put the deck into the case the 
same way, so that you will show the correct side when the deck is removed. 

While perfectly acceptable as a program item, T believe Liivast would be 
most useful when you are asked ifyou can guess someone's birthsign, “neuer 
guess," you intone, tend as for your birthsien, Few it before we ever mer...” 

Used this way, this effect is a satisfying alternative to Signse previously 
described, 


HEARTBREAKER 


(Genit; Vol. 54, No, 5; March 1881) 


AF have long boon an admirer of the work of Stewart James, and 
лос have shared an interest in effects revolving around word- 
play not surprising, 1 suppose, when you consider that 
‘STEWART is an anagram of T WATERS, 

The following is inspired by his Half And Half" 
EFFECT 
‘You show a slate fna stand; the let half oft has been covered 
by a strip of card held by a clip, bat the right half shows half of 
a heart design with a jazzed left edge. 








Thich appeared in The Jint, No. 134 (page 7G), in ANNONA РАС 
micat Heic, Errtere (pags 104) and af course In STEWART JAM Is 
PIT Tis Fast FI Yeats (page 200), 
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You say that you've recently had an unhappy romance, and you can’t g 
the lady's name out of your mind—and since thats the ease, perhaps som 
member of the audience will be able to pick up that thought” 


You remove from its case a 
deck of cards; these are, in 

fact, double-blank cards on 

Which some writing has been A 

one. Onone side ofeach card 

isshown tha lef halfofa heart 

bearing the beginning half of 

a female name; on the other 

side is the right half of the 

heart bearing he ending hal 


of that name Ey SHE 

Ìt is clear that all of the halves, beginnings end endings, arc unique. I 
ilustrate this you have someone name one of the beginning halvas as yot 
spread them; the card picked, for example, bears SAL. Yeu show that the othe 
side of the card completes the name with LY-SAL/LY. 

This example is discarded imo your pocket, You point to the slate anc 
mention that you have written the beginning of vour lost loves naman 
Spreading ıe deck With the ending halves face up, you havea speciater choose 
any of the cards. He picks, for example, CI, 

You again show that all the cards are different on both sides, and then 
on the exposed half of the slate you write the spectators selection of GIF. 
You ask him to turn over 
the card and call out the 
first half of the name. He 
says, "MAR 

“Margie,” you say, com- 
pleting the name. “Air yes, 
my listie Margie” 

You remove the strip of 
care to show your previously 
written prediction in the 
halt-heart on the left side of 
the slate, It is, of course, 
MAR, completing the name 
MARGIE. 








ЗАЗ 





METHOD 
Since the hulf.aame cards areshown tobe different on both sides, and each 
one is shown to make up a complete and different name, it weuld appear 
that a force Is raled out, In fact i isa force, using a very special rough 
and-smooth deck, 
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“Here are the names used in the effect 


ADRIAN GABRIELE SUSIE Lucia 
ARLENE GLOR@IA CLAR#ISSA SABRéINA 
Tamiko BETT$YANN МЕА TONI 
AGATHA PAIGE DNUSCELLA — JULALETTE 


SON¢NIE соок COLFLEEN VALENTINA 
VERPUSCHKA — PEGeGY LOLA JUS#TINE, 
ANI#TA HENRIETTA SASHA ANGIE 
NEVA NANCY ^ GEORG+IANNA SALLY 
PAULINE 





The ¢ indicates the point at which the names are divided, What makes this 
Bst of names interesting is that the beginning half MAR will match with ary 
of the last halves of tie names shown, to make a legitimate and logical name! 
Some of the names are more common than others, to be surs -MARIE far 
Example, is more often seen than MAR$CELLA— but both are real names. 1 
Should point out that there are thirty-three names in the above list, so ifyou 
‘ace using standard double-blank deck to make up this eect, you will only 
‘eed twenty-six names and can eliminate the seven of Your choice, 

“To make up the deck, deaw the leR half fn host an ona side af each card, 
“sight halfheart on the opposite side. On twenty-six eards you rita the loros 
beginning- MAR—on the left halfheart of every card, and the twenty-six dil- 
ferent endings onı the opposite sides. On the other twenty-six cards youwrito 
the beginning half ofa name from the above list on the left hal of the heart, 
and the ending half of the next name on the list in the right half heart on the 
opposite side of the card. 

ds That sounds alittle complicated but there isa 

RE reason for it using the order of the names as 
Bustos. Шї girenabave, haret aschematicof how aten-canl 
haî ADK portion of the deck would look, pairby-pai 
Tum ring what writen ont upper and lower 





Wo surlaces of each roughed pa 
= ‘This sequence continues and eyes, Ifthe ast 
12 name on your listis PAIGE, for example, and you 
Хил have cut the cards so that its GE ending shows 
Tae on top of the deck, removal of that GE card 
THA should show TAN, cycling into the name 

WAT ADRIAN with which the list begins 
CRT With the deck roughed and assembled in 
ME sequence asjust indicated, you have only to draw 
Tae, on your slate a heart with a break down the 
SSUES center and write MAR in the left half, covering 


it with the strip 





and clip. 
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Inperformance, you show the deck as described in ft Holding the decê 
with the name endings facing upward, you have one name ending indicatec 
and cot this to the top of the deck; yon pick off the roughed pair as one ané 
show that they makeup a complete name. This establishes ths fairness ofthe 
deck and the names. 

‘Now you have a spectator actually make a selection as you spread the cardi 
slowly. He indicates a name-cnding and you cutthe deck at that point, ringing 
it to the top. You may spread the cards at this time so that he sees the cart 
‘beneath the top cand (actually a zoughed pait)—even commenting, f you wish. 
f you had gone one card further you'd have chosen this ending." Squaring the 
cards, you remove the topsingle card and hand it to the spectator, cautioning 
him not to tarn it over yet. Since the name-ending now on top of the dec 
replicates that ofthe card directly beneath t, nothing appears tohave changeć 
and all seems fair? 

it remains only to have the spectator turn over his card and call out the 
frst part ofthe name, and then shew your prediction to be correct 

NOTES 
As a presentational fillip, it might be useful to have some comment you 
can make aboutany ofthe names forMARNIB, you might wonder if you: 
lost love was named after the Hitchcock heroine; MARTINA suggests the 
tennis champion; MARKIE, Miss Post of Night Court; etc. This offhanc 
comment would subtly sell the idea that this was the one and only name 
that could be chosen, 

‘Also, when you de the ‘rial’ selection befoce the actual choice, you show 
what is written on both sides ofthe card (actually a roughed paix of course 
and call out the complete name—don't do it in half by half fashion or some 
‘people might later recall che name and figure that MAR could also ft tha 
ending 

(NOTE 1093: As an alternative o this ‘ra! selection, you mighthave ont 
extra card in tho deck; not roughed, it bears the two halves of a name on i 
tro sides CLAU ca ore side and DIA on the other for example. This card i 
anywhere in the deck; seemingly at andom, you take it out to lustrate how 
the deck is made up, showing it very freely—and then discard it, tossing itor 
the table. This casual handling does two things it shows a name which, ar 
analytical spectator Wl realize, couldn't begin with MAR—and the casual tos: 
showa it tobe an ordinary card and implios strongly that the other cards art 
just as innocent) 

Female performers: might alter the presentation to a notion that they're 
thinking ofa name change, and perhaps a spectator will sense the new name 
they've chosen. Another approach mighthe the name oFa romantic rival; yot 


тк adapted from A Bakar Number Foras in his MACICAL Wats AND MEANS, page BS 
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founda scrap of paper with just part ofthe name le on it. (Of course, a ist of 
sale names might be devised, but not easily—T didn't cali this effect Heart- 
‘maker just for the ploti) 
Some alternative names to those listed above include: 
VIVEIAN, GILLIAN, RITA, SONIA, DELIA, CARLA, 
JOSLENE, ANNIE, MELINA, and EILALEEN, 
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THE CRIMSON 
COUNT 


(басыз OF My Evens; 1982, ed, Burt Sperber) 


EFFECT 


Samet ling up 2 packet oF iumbo cards. you explain har some choice 


people make are easier to predict than others, Tor example, 
ot say, fuo ask someone to name a eoler, mare aften than no 
"he anser uat e ved But if you ask for a number between oni 
ander... Yon gestare with Eie packet of cards. "No teling uh 
response you wl get, Somewhere among these ten cards T haoc 
aceda redone. Since I have named fhe color 1 tll ask you [indî 
cating a spectator] ta cal out a mumiber between one and ten." 

The spectator does so; you count very fairly to that member 
and there, sure enough, is the red card. 

METHOD 
There sre actually elever cards; nine of these havo blue backs 
and black faces (Clubs or Spades). The third card from the top 
ofthe face-down packet has a blue back and a red face (Hear 
‘or Diamond); the fifth card from the top has a red back and a 
black face. 

Te will be seen that by counting ftom the tap or face of the 
packst—and taking either the card at the number or the next 
card following, any number ftor twa through nine inclusive 
Will ge you to either the red-backed or red-faced card, 

‘When the card will lake you to the first of the two cards 
уст should male sure not to expose the card farther along 
Tn the packet. 
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Example: the spectator has named the number six, which means you will 
be counting from the face of the packet. This you do and arrive atthe card 
with the red back. Take thls card from the packet, turn the packet over and 
fn itso the audience can see tha blue backa. (They won't notice that there Is 
fone more card than there should ba in tha fan) Then show the red back of 
the card you hold in your other hand 

Essentially the same procedure is used when the packet ia face down; count 
to the third card (eng careful not to expose the red back farther or), show. 
‘he black faces of the packet, and then show the red fice ofthe card you hold. 

Та the casos wher the count will got you to the further of che two cards, 
obviously you keep the packet facing the same way at all times and do not 
expose the other sides of the cards. 

To make the count a bit more convincing: 

When the number called will end right on one of your two cards, you count 
bby taking a card from cho packet, holding It and saying, "On," thon placing ic 
sonder the packet. This procedure is repeated enti you arrive atthe card, so 
You will be holding it as yov call off the named murer, 

If onthe other hand, the number called will bring you to one position prior 
жооте оГупаг то option cards, you count by moving a card from top to bottom 
ofthe packet, saying, Ong, as this action is completed. In this way, when you 
arrive at the end of your count the card at the number will be out of view 
‘under the packet and the only card in view will be one af yous wo option 
cards, Performed this way the count scoms quite fai 

‘When you ask for the number the packet should bo held facing the audi- 
cence, perpendicular to the ground: this isso that you don't make an cbvious 
adjustment move of turning the packet face up or dawn for the count, 

You might want to make your two option cards an Ace and a Ten in the 
event you encounter someone who ignores your "between onc and ten" 
instruction and names one of those two values. If this happens you simply 
snap the cards into a fan (faces or backs showing as appropriate) and show 
that the value named isthe only red card. Ifyou do this you should make 
the other black faces a run of values Two through Nine, and one of the 
values will have to be duplicated to give you the proper number of cards 
(T suggest the duplicate be an Bight or Nine). The cards must not be 
arranged in numerical order, as this would render the count somewhat 
‘logical, In this situation, when you show the faces you would keep the 
fan somewhat in motion, showing it only long enough to establish that al 
‘he cards are black except the named value which you extract. 

One final point—you could, i'you wish, climinate the red-card angle and 
do the effect by drawing an X on the face of the third card down and on the 
back of the fifth card. You would alter your patter accordingly, saying you 
‘marked one of the cards with a large X, you don’t say where. This version 
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‘could also be dane with your signature by confining it to one vertical half o 
the card; you would then hava considerable leeway in spreading the packet 

The effectis nota profound mystery, and o spend more than ninety seconde 
on it is probably unwise. 

CREDITS 

‘The eleven-card count (sometimes known as the Ruropean 10/11 force) is tht 
invention of Corvetio.® Dai Verrion used the red-card angle in hie Mental Die" 
and there have been a number cf items in print using it, including my 
Longwave (page 649);1 suspect they may all stem from the tvo Xarked card: 
that are among the ‘outs’ in Ralph Hulls Name O' Card routine”. 
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'Corvelus force seem: Пал to have been described in English In Tho Hlonker Carór 
OL Ken Brooke, a marketed tem. 
"Marketed by Tom Palmer smand 166), and re-released as The Crystal Cube by Magic, 
ina in 1970. 
"PT appeared Gt ae booklet in 1692 and atar ini abbreviated fashion in Hagare 
Бисти О Сяо Таа, page 237. 


CARTOMANIC 


(Minactes Of Mv FRIENDS; 1982, od. Burt Speiber) 


EFFECT 

AB From a borrowed, shulfied deck a spectator thumbs off five 
‘packets af five carils each; slacking them in any order he 
hands them to you. Approaching another spectator, you ask 
him to think quickly of any card from the first group of five 
which you talka frem ho top ofthe twanry-fivn-tară packet 
The spectator does so and you place this group of five on 
the bottom of the larger packet. 

You remove another group of five and show them toa 
second spectator, who likewise thinks of a card; this group 
js alto placed on the bottom of the packet. The process is 
repeated three more times, 

You ask the five people thinking of cards to stand and 
concentrate on their selections. You rapidly run through the 
packet, faces toward you, and upjog five cards, These you 
remove and sot the reat ol the cards aside, 

“These are the thoughts ge" you say, and call of the names 
of the ve cards. T/T named your card, please sit down. All five 
spectators take their seats! 

METHOD 473 
‘This is simply an extension ofthe principle behind the Tossed 
‘Ow Deck, When you replace the first packet of cards on the 
bottom of the larger packet, you Immediately execute a shift 
фо pass them back to the top. You show the same group of cards 
to the second spectator, und repeat the whole procedure thrice 
more, so that all five spectators see the same group of five cards, 

Since you ate moving about the audience as you go from. 

fone spectator to another, you have considerable cover for 
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doing the shifts, (Also note that with less than halfa deck the shift is mu 
easier to execute.) 

After the fifth spectator has made his mental selection you place t 
group on the bottom of the large packet as before and again pass itback 
the top as the spectators are asked to stand and concentrate. Turaing t 
packet toward yourself run the cards from hand to hand, upjogging a 
vo carés at intervals 

(Note: do not make these regula intorvals just upjog one card at rande 
from each succeeding group of five.) 

You apparently remove these five canda, but cally perform the Dai Vern 
BDV move! exchanging the upjogged cards for those at the top of the packet 
‘which are, of course, the cards leaked at by the spectators. The effect 
concluded as previously indicated. 

‘The reason for the upjogeing and switchout is to oslablish clealy that t 
selections are coming from five different groups, an idea which you musts. 
їп whatever subtle way you can. 

Obviously this is not an effect for the hesitant or nervous performer; ü 
spectators must be controlled to make their selections quickly, else thay mz 
have a chanco to remembez sura diau une card. LIKEWISE, AL tae end ye 
must make the procedure play strong and logically. 

Aso performance situations—this effect should not be performed ata par 
‘or similar social circumstance Where spectators might have a chance. 
‘compare notes lator 

Also, there are similar versions of the same general effect in routine 
by Stewart Judai", Pool Fox!” and others, and these may have advantage 
over the method just described in the contest of a formal show. My mai 
purpose herc has been to describe a technique whereby you can achiev 
this kind of effect without need for any preparation whatever or recours 
to arcane dealing procedures, 





NOTE 
Tt is possible to develop variant routines—for example, after the spectator he 
made a mental selection you might apparently drop this packet on the table 
zekaining the first packet for the other four spectators by means of a series c 
panker switches. I honestly don't thinke this sort of thing is worth the trouble 
TEyou can wock stcongly and with assurance, the procedure as given will vor 
fne—and if not, itis probably better to avoid this kind of effect entirely. 








всей оп рава 35 0f the present vatume, and in Phoeni, No: 248; page 990, 
H Soe the enter fom Geongs Heabeck (isapelied па Heabeck) in Pallbearers Revie 
ol 3, No.4 Feb, 1957, neve 160. 

"ipa Fox's Miracle Gimmick. 


MAGAZINE MISCELLANEA. 


CREDITS 
As previously indicated, this handling was inspired by the Tossed-Out Deck 
principle, in the application popularized by David Hoy A version of this 
general type of effect which combined that principle with a prepared 
multiplebank deck was deserîbcê in the New Penragram by Bernara Weller 
and Peter Warlock"? 


gop his Bou Амо биен Мама. ОР Ба. лиз! раке 25. 
“та, 7, No, &; Aug, 1975; page 45, 
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COUNTRCT 


(Previously unpublished) 


SS This is a straightforward divination combined with a simple 


diction, accomplished with few propsand very simple meat 
EFFECT 

You show a numberof index cards and hand ene to  spoctat. 

asking her to write a word ar phrase that will i her ques 

їп пет mind. She does so, and you retrieve the card. Making 

very clear that you do not see what has been written, you bu 

itin die center of the stack of cards, 

Removing one from the top, you note down a prediction; t 
card, too, is buried in the stack. The spectator |s now asked 
choose one object from a few you puton the table (keys, rir 
cain, ete; this, yon explain, ito make sure the two cf youa 
on the same wavelength. 

Tis done, you ask her to pick up the packet and check yo 
prophecy carditis correct, As se still holds the cards in h 
‘hands, you divine the question and answer it in suitably my 
terious fashion. 





METHOD 
‘The only preparation is to have seven index cards ready; c 
the lower surface of the third card down you have written d 
name of whatever object you will later force with equivogu 
You drop the cards in slightly spread fashion on the table; 
yon tá you pick up the upper four of them with your left har 
atthe left edge. Your right hand takes off one card and hands 
to the spectator for writing. When she has finished you take 
back (writing side down, of course) in the right hand by t 
right edge. You now apparently place the card into the cent 
of ihe packet, 


MAGAZINE MISCELLANEA 

What seems to happen is that the left hand approaches and deals another 
card on top of the question card; really, you do the first part of an Elmsley 
count, pushing olf two from the left hand and taking the question card back 
under the remaining card in the Jo hand. 

The two cards in the right hand are placed onto the three cards on the table, 
and the right hand ten deals the two cards the let hand holds singly to the 
tabled packet, The spectator thinks the question card is in the center of the 
packet; actually it is on top. 

‘You pick thiscard up, writing toward you, and note the information as you 
simulate writing the prediction. You now insert the card in the center of the 
tabled packet. It remains only to force the object using equivogue, and bring, 
tha affect to its conclusion as described above. 

You need not, ofcorse, use the equivoque; апу simple force will do as well, 
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[1983] 


SEVERAL or me items within this section were originally intended to be 
marketed. 1 finally decided that such a course of action would involve alot of 
‘busywork that did not particularly interest me, and this collectionis the result 
ofthat decision, 

T have never been greatly sanguine about the future of mentalism as a 
theatrical art form, and Tirte has happened o change thar opinion. We continue 
tobe plagued wich those who, determinedly ignorant of the basics of mental 
ism, keep reinventing old effects or who, ignorant ofthe basics of theatre, 
create effects that are for al practica purposes ronprescntatle. In my cwn 
work Yvo triod to avoid tho Formor of Qoae tvo fuo ao much ao humanly 
possible- Tve been somewhat less successful in completely avoiding he latter, 
but [usually warn you when thats the case. 

and, of cours, itis impossible to knaw for certain; 've seen effects which 
1 thought were terrible made into something acceptable by brilliant perfor- 
mance. We should hardly eonchiele from tia thot material daesn't matter, 
‘while wove all heard of the great actor who could make the phone book 
entertaining, most great actors know better than to tj being able to select 
good materialis one ofthe things that makes them great, 

Ifyou have any questions regarding the effects herein please contact me 
through Hermetic Press and L'I do my best to help. 
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TRICESSIVE 


m i this frst offering I have combined two very old principles into 
what believe is a very deceptive procedure. As you will see, it 
is capable of a large number of variations, 

EFFECT 
(On your table are four clear glass tumblers. Three of these 
contain packers of cards, the fourth îs empty. 

“Talking the irt portar fm ite place, yer avhihit the ace of 
‘the five cards Which are seen to be tha fiva ESP symbols (circle, 
cross, square, star, wavy lines), You invite a spectator o think 
‘oF one of the designs. 

‘Turning the cards to face yourself, you mix them a bit and 
then remove one card, dropping it back outward inte the pre 
‘viously empty glass, Only after this has been done docs the 
spectator reveal the design of which he has been thinking. 

‘You tale the second packet from its glass, and the five cards | 
are seen tobe letters ofthe alphabet: A, B, 1, O and U. Asbefore, 
spectator tins fone, vou Look over your cards, remove one. 
‘and place itin the glass with your first selection. The spectator 
announces her choice. 

The third set of cards shown to the spectators proves to 
be a random assortment of playing cards—the King of 
Hearts, Seven of Clubs, Ace of Diamonds, Four of Heartsand | 483 
Nine of Diamonds, Again a spectator thinks of one~you 
remove one and drop it in the glass with the first toand 
he names his selection. 

When the three cards are removed from the glass and shown, 
they of course prove to be the three thougbtof cards 


METHOD 


“Thisissimply a marrying of two classic principles theone-behind 
procedure and the rough.and:-smooth preparation of card 
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All the cards used have the same back design and color; the Haines Fo: 
Lake ae the most readily obtainable with the required variation of faces. 

Each packer of ve cards is actually made up of ive pairs cê cards: the fvt 
[BSP cards have their hacks rouighed—and paired ta each of these is a car. 
duplicating one of the playing cards of Packet Three. 

In the same way, Packet Two shows five letter cards and hidden behine 
cach one by the rough-and smooth principle isone ofthe ESP designs matching 
those in Packet One. 

Packet Tiree shows the five playing cards; concealed behind each of these 
isonê of the Ave letter cards. 

Given this arrangement, the procedure is frity straightforward. You show 
the spectator the ESP card packet, he thinks of one of the five designs, anc 
you apparently extract a design card from the packet and drop it into the glass 

Actually, of course, you remove the Four of Hearts (of which more later) 
and it is this card that goss into the glass. The spectator then announcet 
his choice, 

‘The second packet Is shown and the spectator thinks oone of the ettet 
cards, Turning them toward yourself and mizing them able (this is neces 
sary as otherwise the spectators might keop track of the Identities of specific 
cards) you extract the named ESP symbol and drop it in the glass, The letter 
is then named, 

You fon the packet of playing cards, the spectator thinks ofone and, asbefore 
yos remove the named letter card and drop it in the glass with the first twe 
selections. In the best of all possible worlds, the spectator names the Four c 
Hearts and vox show tiat yon have correctly discerned all three selections 

Now.. as to the Four of Hearts 

many of you wil have recognized the Ave playing cards specified as those 
of the psychological force created by Dat Vernon’. Given these cards, arrangec 
în the order indicated, the spectator will think oF the Four aF Hearts in a very 
high percentage of cases 

But nota 

Given the procedure ofthis effect, the final selection has to be a psycho 
logical force to vary youractions—tw do in fact, anything else than what you've 
done the frst two times males neither logical nor dramatic sense, 

Tn a real sense, this is nota problem, [rv Weiner has pointed out that while 
mentalist usually agree in theory tha (t is not omy permissible but ever 
advisable for a performer to make an occasional miss, to add Verisimalitade 
to the act, few of them are really willing to put it into practice 

Listen, people, why do you think the people who wrote the Superman" 
comic strip invented Kryptonite? They did it because they had no choice; z 
hero who always wins and is not ever in danger isa pretty boring fellow. 


кл visu, edad by Faucet W. Ross, page 20. 


PsYcHL 

‘So, too, js the mentalist who never misses, Do bear in mind that the premise 
ofmentalism, whether itis believed or not, is not necessarily a pleasant one. 
Поу think you're a kind of magician the subtext is often know somthing 
ou dont, 1 can ão something you cantor, more succinctly, Fn smart, you're 
Stupid. JE, on the other hand, they think you're for real, the idea that you can 
“onkalingly enter their minds against their will isan even es pleasant subtext. 
Tn either case a resistance is rely to build up, and it can easily get to the 
point where they want you to fail, and are even willing to do what they can to 
‘bring the event about...or did you really think that all the deaths of magi- 
cians dolng the bulleteatch were just accidents? 

(@lentalists doing Russian Roulete please note.) 

(On stage one of your primary jobs isto get your audience to like you. Being 
речей the timo can sometimes make you appear insufferable, not the best 
‘way of accomplishing said task. 

T should enter asmall caveat of my own here, which is thatthe way you fail 
tna particular effect has something to do with where you're performing. 

By this T mean: 

TF you are working in the context ofa lecture-demonstration—here I think 
it would be okay to misson ane effect completely. However--if you are to be 
soen in the context of performer rather than demonstrator-oa-skill, азап аст. 
Taa showbusiness situation rather than on a lecture platform, then 1 think 
the miss should be confined to a part of one eflect- 

precisely as in the eflect under discussion. Here you successfully read 
loro minds aut of three... andthe spectator with whom yor failed can always, 
be used im your next effect, where of course you succeed in grand fashion, 
‘That should be enough for anybody... 

‘oh, al right: when you go to the third spectator you say, T hate a suspi 
lon that you might bea bit of trouble for me—but 1 think m prepared fer yon” II, 
in fac, the psychological force works, die line will be forgotten. If the foree 
doesn't work, you remind the audienca of your comment and thon extract from 
your pocket your (rasty Himber wallet. In each side is a double envelope, dius 
Covering the ether four possibilities; fhe note inside each envelope reads some- 
thing along the lines of “Yeu did first hink of the Four of Hearts... but еп you 
changed your mind and finally decided on the Nine of Diamonds.” 

Giren the basie procedere you wT appreciate ihat there are a Tot of ways 
dni you can construct the effect You could, for example, use four packets 
Ofthirteen cards, each consisting о оле complete suit; as cach packet isin its 
‘separate glass, the spectators wil not be dle to discern that their aggregate 
thickness ts twice what it should be: 

‘Another approach Would be to use twenty-six cards from the Syl Reilly 
Mental Pictoria deck, the twenty-six leter: of the alphabetand an assortment 
of twenty-six playing cards—and for this later you might consider doing an 
optical fan force. Of course you have to know which card is at the Tear of a 
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roughed pair In the case of the alphabet cards and the Mental Pictoria deck 
you can pair them directly; in other cases, since the face-out card of the pair 
is never handied by the audience, you can simply write the identity of the 
rear card in white grease pencil at one end of the facing card. When you fan 
the cards you show the ether end, but in any case the writing i not visible 
from any distance at ай, 

(NOTE 1993: A version ofthis effet, titled Thrink, has beent manufactured 
for me by Ton Onosaka of Japan's Magic Land. It uses three sets of eards— 
playing cards, ESP symbols, and a set dotted with one to five spots. The very 
ingenious Ton-san has also created a special gimmicked eaed, included with 
the set, which enables you to show any one of five autcomes! Thus—while 
you can use the psychological force if you wish—it is no longer necessary.) 


NA@MEWAVE 


ат у another approach to the Brainwave Deck; itis not 
intended as a replacement for that effect but rather as an 
alternate. 
EFFECT 

Putting the cased deck of cards on the table, you tell the 

spectator you have a “lucky card'—and that you've put it into 

the ierk mened to face the other way (don't say reversed 
ot of spectators won't have any idea what you mean by 
that term). 

“Everyone hasa tucky card," you continue. Why dont youname 
irs and well sea how dos ti lo mine” 

The spectator names her card and: 

1. Tn the great majority of cases you remove the deck from 
the case and spread the cards face up; oe face-down card 
is sen. You now lift the cards np so the spectator can see 
tha back ofthe deck and the face of the reversed () card ît 
is, In faer, hor named card. 
on 

2. Lats say the spectator names the Three of Clubs. Tally" 
you say. “Mine is he Jack of Hearts. Lets tke a look * You 
‘Spread the deck until the face-up Jack of Hearts is scen in 
the facedown spread. You remove itanutthe cardnextioit— | 487 
which proves to be the spectatcr's named Three of Clubs. 

METHOD 

The pack is designed along limes first suggested by Peter 

Warlock? Take from the pack the following cards: 

JA KY:26-A8-A2Y418.2624- QV-QU7A- G8 99AN-A 8-8 








"ee his Parra Fo Pvc page 17; and Tater Pentagram, Vol. I1, 
Ni 10, July 1957; pug: 75 
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‘These cards are roughed on both sides. 

Sct any ong ofthe remaining cards aside, which leaves you with thiry-fou 
cards; seventeen of these are roughed on the face, the other seventeen ar 
roughed on the back. 

The pack is assembled asa serio ofthree card packets, thus: a face-davr 
‘card roughed on the faco; beneath it one of the named double-roughed card: 
face up; and beneath that another face-down card which has been roughe 
on its back. As you assemble the deck you make a cuedist giving the ordere 
the cards in the pack and in cach set, This cuedist should be ofa size that wi 
allaw ie tobe glued to the back ofthe card case. 

The above list of face-up cards contains the seventeen choices a spectato 
is likely to name ninety percent ofthe time; a glance at your cue-list tells yot 
Where the named card is and you fellow the procedure ax described above 
‘When one of the other cards is named you consult your cueist to find ou 
Which face-up card is next to it, and name that as your lucky card. 

Tho card set aside carter can simply be placed in your outer breast pocket 
When the spectator names his card you can, ifit happens to be this one, shak 
your head in mock dismay anā say, "No, you're card isn't close to mine at all; a 
‘a mater of fact its the farthest ewan," You indicate your pocket and have ty 
spectator remove the card. 





JRNUSSUM 


EFFECT 

SS Yo show a slate oF lange card and say that i holds a prophecy of 
actions about to be taken by two spectators; the prediction is 
placed on display. 

Handing out two small white cards, you ask each of the 
spectators who receives them to write down a two-digit number. 
The two cards are then shown to both spectators and they 
mentally total the figures. stressing the fairness of the 
procedure—neither spectator knevr beforehand what the other 
Spectator wrote and thus could not be helping you—you have 
them together call out the total. You turn around your slate; of 
course your prediction is correc. 

METHOD 

This is based on what 1 call the Rashomon Principle used 
insuch effectsas the Tose Out Deck, Smith Myth and others— 
wherein general terms spectators have differing views of what 
is taking placa. More specifically Jt refer to a situation where 
‘2 person, viewing one of two or more objects or tems ina group. 
and knowing it to be their own selection or object, assumes that 
the other objects belong to the other assisting spectators. (In 
‘the Tasted. Our Deck, for example, all three spectators may have 
chosen the same card—bt on hearing the selections called out, 
each assumes that the other two named cards belonged to the 
other spectators) 

In this effect, you actually have thneeblank white cards—and 
anailarriter: 

‘You display the three cards as two. You hand one of the cards 
and a pencil to the first spectator and have him write down a 
number from ten to ninety-nine. This done, you retrieve card 
and pencil from him, casually noting the number. Since the 
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‘prediction is already up on display there is no suspicion attached to this. 
Letus say that the first spectators number 1s 80—and you have predicted 
‘total of 125. 

You hand one of the other blank cards to the other spectator, keeping the. 
хо remaining cards squared as one, and instruct her to write any number 
‘fom ten to ninety-nine as did Spectator One, While she is doing this, you use 
the nail-writer to fill in the card that hasn'tbeen used'up to this point, secretly 
Writing the number that wil bring tho first spectators number up to a total of 
125in this case, 45. 

Spectator Two completes her writing and returns the card to you; you note 
its number which (let us say) is 33. An you briefly recap what's been done, 
‘you toy with the (supposedly two) cards; during this you write the number 32 
(33 + 92 = 125) on the other sido ofthe card on which you have previously 
nailneritten the 45 

You now fàn the throe oarde as two to Spectator One, lerting him see his 80 
‘and the 45 side of your card—and he naturally assumes that the 45 was written 
‘hy the other spectator. You ask him to make a mental note of the total. 

"The second spectator is likewise shown the (гов cards as two, seeing her 
ЭЗ апае 92 һе assumes was writen by the first spectator She, too, mentally 
totals the two namners 

and then, literally, 





yall over but the shouting. 
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ei Here are two rather curious approaches toa word prediction using 
a deck of Lexicon or alphabet cards; both techniques employ 
the faro shufle, 

Rather than describe ds in tcrms o£ effect and method, T 
will give you the general preparation and the two procedures, 

In both situations you presumably have a complete deck 
cof alphabet cards from A to Z, You openly discard one card, 
sey the Z, 1саушы учы natrzDy enough with а deck of 
twenty-five cards. 

In actuality You switch this Geek for another one, using your 
own method or one 1 shall give further on in ths section under 
the title of Heichange (page 501). The deck now in play has five 
sets of the five letters that make up your predicted word. 

PROCEDURE NO. 1 
Let us presume that the word you ara predicting is clown. You 
arrange the pack by having al the Co tagether, oneath them 
the La, їс. (the order ofthe groups doesn’t matter a long as 
all the cards of ho same letter arc together) 

‘As you talk about your prediction, and the necessity of 
making sure that the selection is completely random, you 
divide the deck so there are thirteen cards in the upper half, 
twelve inthe lower, and you than execute a straddle fara. (You 
do a perfect interlacing riffle shuffle ol the halves so that the 
top card remains їп that position and the original thirteenth 
card becomes the bottom card ofthe deck) You repeal this three 
‘more times, making four shes In all. 

You now deal the cards laft ta right to make a row of five; 
you deal another row of ve beneath those, continuing until 
you have a five by five square of cards—five rows of five cards 
Cach. Odd as it may seein, if you follow the procedure given 
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above, iti result n a Layout where any horizontal, vertical or diagonal row 
of five cards will provide a complete set of five different letters. (The cards 
are, ofcourse, dealt face down.) 

A spectator makes a choice of any of the rows and, having done so, you 
hand him the cards and have him form a word from them; this done, you show 
Your prediction. 

Two points: clearly, tha set of five letters must only be capable of making 
one fiveetter word— if yon don't want to take chances use Qand U as bwo of 
"he letters; if given the letters Q-C-K-U a spectator can't come up with 
QUICK —he's too slow to be watching a mental act anyway. 

Also, you may wish rada three of he straddle faros beforehand, so thataflor 
Fou have switched in this deck you have oniy to do one more. 

PROCEDURE NO. 2 
Here the deck has a cyclic arrangement, e., CN-W-L-0-C-N-W-L-O-C:N- 
W-L-0, ..2tc, with the cards so arranged you do continuous straddle faros, 
stopping only when the spectator tells you to—at which point you hand 
her che deck and tell her to give it a complete cut and deal out the next 
fiva cards for herself. 

No matter how many suade fatus have been executed, TIS procedure 
will esni in the spectator getting, as before, a complete set of five difforont 
letters, Also as before, she arranges tem to form a word and you reveal 
your prediction. 

A word about the faro shuffle: 

While itis sometimes difficult to learn to do this shuflle with the necessary 
air of casualness when using a full deck, you will find that with the twenty. 
‘voward deck tis much easier to execute. ifyour cards are in reasonably good 
condition you wil find that with limited practice the shuffle can be made to 
appear innocent anû genuine. 

‘You must, of course, learn todo itwell enough that you can get the perfect 
interlace on the first ry. Thave often seen cardmen strip apart the halves and 
interlace them again; since what you are sqpased to be doing is mixing the 
‘ards into a tandom order, this action isa de acto exposure of the principle, 
Lot me say again that the twenty-live-card straddle faro is not difficult, and 
tha most telling proof of that assertion is that can do it 


TRANCESCRIPT 


amit Here we have something that is not so much an effect in Itself 
ûs an angic on a standard of mentalism—Le, the question: 
answering routine, or QA act. 

Before getting to the specific angle, let me wax philosophi 
cal for a moment (and then philosophical can wax me for a 
while...) and Took at the QA act itself. 

As most experienced mentalists know, the appeal of the QA 
actis not in how you ger the questians—sel ther are literally 
hundreds of methods for this—but the answers you give, 

Ingeneral, your audience asks you for answers for the same 
reason they ask Abby, Ann Landers, Beth or the Playboy Advi- 
sor-vkich is that nobody getzan operating manual i tell therm 
slbout Life and Love and Sex and Death and Money and all the 
other capital-letter categories. It is a common, a human 
tendency to want tobe given an answer rather than to figure it 
out for ourselves—because by doing this we can displace 
responsibility for our actions onto the authority figures who 
have given ns the instructions or advice, 

The strength of this tendency, this aspect of human behav- 
fo, can't be overstated. In iis mild forms it can cause us to 
choose one brand ar aspirin over another bezanse a TV doctor 
talls us to—and in its extreme form it can Tead us to the gates 
‘of Dachau. As Stanley Milgram has pointed out in his book 
Osso1sncr To AUTHORITY, there aze few things a human boing, 
‘cannot be made to do as long as they do not have to accept final 
responsibility for their ations, 

[realize that this may begin to sound like a rather grim 
discussion for what is, afer all, a book of mental effects but 
itis sometimes useful to examine the whys bohind the appeals 
of certain things done in the show business context, 1 could 
point out that the reason certaln fictional characiers—and the 
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actors and actresses who play them—achieve mch incredible popularity, is 
‘that they seem to defy authority and the established order—and so the member 
ofthe audienca does sa ton, having a vicarious fictional experience that heor 
she could never hope for in realli 

As 1 pointed out in OMNIMANCY, the mentalist who does question. 
answering has one great advantage—or disadvantage, depending on how you 
lookatit over most other givorsofdrice, answerereofquentions. This has 
todo with tie mentalist having seemingly demonstrated powers beyond those. 
cf ordinary mortals by discerning the ttoughof question; it therefore follows 
that the mentalis’s answer, preaumably being generated by those same 
powers, has a far greater validity than would otherwise be the case. 

There have been a numberof mentaliss who gradually became peychies— 
‘which isto say, they started with the one-ahead or the window envelope or 
{he clipboard, and eventually discarded these devices when they realized they 
really didn't need to prove anything; that the audience simply wanted to ask 
its questions and receive the psychics presumably supernatural advice, i was 
true of Gene Dennis half a century ago; it was true of the late and very great 
David Hoy a few years ago; and itis true now, 

For all tatc takes iron nerve and boundless self-confidence to go out 
ma stage and tract to your nalive ingenuity and ghib tonguo to oreate a 
convincing picture of paychie wonderment. Such qualities are usually 
acquired over time, and during that time some support from subtle chica- 
nery can be very comforting. 

‘The angle 1 propose to describe ìs intended as an adjunct to routines where 
you give general answers cr readings to various spectators, no questions having 
been writen down or asked verbally. Some of these routines are: 

Burling Hull's Ultra Question Answering Ad—With No Questions 
Written ia his AMAZING WoRup Or MENTALISM, page 205 (edited 
‘by Stephen Minch) 

Wiliam W. Larsen's Tarat Telepathy in Tire MENTAL MYSTERIES OF 
‘Winuias W. Larsen, Se, page 43 (edited by Wiliam W. Larsen, J) 

WG. Magnasor's TWENTIGTH CENTURY MINDAEADING ACT 

George Anderson's Dynantre METALS 

‘And What ie this angle? 

1 the course of answering questions gold’ you are scribbling impressions 
on a pad. Every so often you do a lead-in to an answer by scribbling some- 
thing, glancing down at it and then saying (for example), Someone here is 
thinking of future journey, arp ou of the onmrry end hat person ratae his 
or her hara please!" 

Lets say alady raises hor hand in assent; you ask her name which is (say) 
Josn Grant, 7 thought so,” you say, and as you begin to answer the question 
you hand her the pad. You do this without really seeming to be aware of it. 
On the pad is soribbled: JG to take journey out of curry. 





Psych, 

[Note that here the idea is tat you are seerning to got your impressions by 
form of tavtomatic wriung’—and your scitbles are apparently not intended 
to prove anything to anyone. The fact that, several times during the act, they 
do seem to prove your psychic impressions to be correct, makes the action all 
that much mors convincing. 

You hardly need me telling уоп that all you write on the pad isto take joumey 
outa country - ora statement appropriate to the question you're dealing with— 
and that when you find a person who in fact îs thinking of such a question 
‘you get their name and then fil in the initals with а палес 

You don't do this on every question, of course, and you don't always show 
what you've written go it seems to the audience that you could be doing it 
with every question 

Rather than using initials, sometimes you can use a first name, ifs short 
enough, The name of the questioner isnot the only thing vou can do this with; 
you can also write such statements as you're concerned about your upcoming 

birthday ос you are worried about a ost —the empty space, o 
Toursa, being filled in with age or object, using the nail-writer: 

‘Again I must stress that this technique is not used as the central thrust of 
the question-answering: your own ability to answer questions must do that 
What this docu io to oceate a oubtl ausa ol validi to the proceodinge co that 
itis not Just talk I may be mostly tel, ut along the way you provide proof 
that something strange is indeed going on. 
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HANDBOOK 


Sam one poplar subdivision of divination effects has been that best 


described asthe Who-Has-What routine. Many kinds of devices 
have been created to accomplish this—Mellon’s Quantimental, 
Corinda's Money Box Cook and Buckley's Behind The Eight 
Ball, Koch's Blectronic Chess Piece Divination—and what 
follows is yet another approach to this problem, 

Tts major advantage is its simplicity; it has nothing to reset 
or replace, it is non-mechanical and non-electronic. and thus 
It 1s very nearly impossible to foul wp br perhaps its most 
‘valuable feature is that it appears improvised rather than a set 
piece requiring a specific piece oF apparatus. 

EFFECT 

You show fve ESP cards. Picking up a paperback book from 
among a number that have been used їп a previous test, you 
insert the cards around the edges of the pages so that they 
praJeot for about halftheir length Plscing tha hook behind your 
buck (and sf you wish you maybe genuinely blindfolded), you 
have five spectators in turn take a card from the book, note it 
and place it in pocket or purse, 

‘You know who has chosen which card and can immediately 
proceed with the divinations; this is done without any need to 
‘urn around or ask a single question. 

METHOD 
really doubt that there canı be a simpler method for this effect 
(han what J am about to descr, 

The paperback book is gaffed by having a window cut 

through all the pages from the middle onward to the end, 


Frutex Sram Fo Merete, page 150. 
‘Clas Or Mi Mo, page 6. 


Psyctit 





including the back cover. The ilustration indicates the size and placing ofthis 
‘window and how the cards are positioned in the book, 

Note that the window is not in dead center but toward the outer edge; this 
is so that, when the hand is holding the book with thumb above and fingers 
below, tine area ofthe hand at the base of the fingors will Keep the hook closed— 
since the pages are getting no support from the fingertips. 

‘Your fingertips are, in fact, resting dirertly on the facas of four of the cards— 
the firat and second fingers on the first and second cards, the third and fourth 
fingers on the fourth and fifth cards. 

‘As each card is withdrawn while you hold thebook behind yourbback, you 
of course feel it and know instantly which card has been taken. Obviously 
enough, when you don? fel it, hat means that the third card has been taken. 

For those of you who'd like to paint the lly ofthis procedure a litle bit, it 
should be noted that these removals can be felt through the thickness of a 
Tew pages. You therefore could trim the outer edge of the nwo pages just above 
the windowed section eo that you could rifle to them, and as you inserted 
the cards the spectators could see that all was fair. You could—but it is hardly 
necessary; T only mention it for the paranoids among my readers, 

Tn this connection I might also mention that you could do a book test earlier 
on with a duplicate book and then sitch out—and ihis can be as blatant as 
Simply putting the book ia your ever-present attaché case and taking out the 
‘windowed one later on. Obviously there should be some reason for the book's 
‘presence other than to do this specific ect fats what lends weight to the 
Improvisational aspect Another approach is to do a routine previously which 
mss a large number of books—the Jaks-Thompson Mental Echo routines is 





FLG. Thompsons Tu Minace Maxem page 259. 
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‘one such—and simply have the gaffed tome as one ofthe extras that doesn't 
happen to get handed out, 

‘You will appreciate that the book thus simply gaffe is useful not only in 
the effect jase described but in sevoral others whece hidden access is required 
You could, for example, do a version of Sid Lorraine's 40,000 Word® in which 
{you'd have a word chosen from a page (in the front half, written on a card 
‘and stuck into the book, where it could be glimpsed through the window? 

You could apparently nots something down on a card and stick it into the 
book, after which a spectator would call out a number or item which you 
‘would then write on the card through the window using a nailwriter 

should say Tsoggest these things as cltervaive items rather than as things 
tobe done one after the other Yes, Fogel did a stage routine where four effects 
ina raw wers aocomplished with a nailwriter—but, as Ihave had occaslonta 
observe earlier in these pages, ain't none of us Fogel. 

One point re handling: the book is not held in a flat plane parallel to the 
Noor but at abont a forty-five degree angle with the cards pointing downward 
at the lower outer edge. The reason for this is to conceal the fact that your 
fingers are going up into the book rather than testing on a solid fat back. 

(NOTE 1993: An excellent lead-in effect for this is Phil Goldstein's PSE-Con 
Ruane. That efeu als use, M very logyeallasion, cards positioned around 
the edges oL a book, but toa vory different end.) 


ŽANA S PracmIA. Miei Eris, page 2. 
Tin his connection mate SidesidA t on page 376 a? the work in hand, 
“Sephem Minch's NEw YORE Macic SIMFOSTM CoLUELTIUN FIVE, page ба. 


WINDECKS 


Ris tows logically enough from the previous om; tis ask 
EGR FED berto millo cond uc ae 
Mice Sa cous pO 

EFFECT 
You sow we decks fear oneof hse yon pacc an he tile 
(OF if you're working onstage, nt а шшк) 

‘Theater deck E 
scher reti pu ead atthe ни 
= Кш} e aevo чарык ч нише 

Hata Fee pone, gosta ito woke vy, any bro 
жеке бе ce os card he mp i arque 
rd o now draw attori to th deck of cade wot yt ured 

irse ihe cane i d ca and aboard 
them ona tbl; a are fce wp wi cha saceprlon afa single 
атаана tio coner Yoda tardi не 
tha spectaror to tum over When hedoeo I prover i be the 
жеше uli he ches rer writen on 

METHOD 
Coven the previous effect and the te of tls one —you wi 
hardly be surprised i ear that a window e volved We | 499 
Wil perso urina moment, bu (clus deal) with the. 
cord be 

p——— on nol, the 
cards fac up. You wil find that Gus is mach ease ia fac Dan 
tho wazal facedown handling fort reason Eya ота 
acetum Sacs ate M cc Peale 
уканмын er ele aie ra 
аа наашаа аи зрел отвал, 
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There vill of course he times when the spectator either by bad chance or 
specific design takes another card; should that happen You simply sogue into 
another foros procedure. A simple force would involve bringing the force card 
to the bottom of the deck and beginning an overhand shuffle; the spectator 
inserts her face-up card in the now facedown dack and the remaining stock 
is thrown on top, bringing the face-up card face to face with the foree card. 
‘You now ribbon-spread the deck and remove the two cards, stressing the 
randomness of the procedure, Ty not to giggle. 

Another approach to this would be to have the spectator insert her card 
partway into the deck and you handle it as with the well-known knife force 
(described on page 275). 

Tn any case, by some means or other the card gets forced. 

As to tho other deck: 

The twenty-six cards of the upper half of the deck have 
awindow cut in them. The force card is just below these 
Windowed cards, face up, and the rest of the deck is 
‘beneath the force card, face down. A window is eatin the 
ack of rhe case to match the window in tho cards, 

‘You execute the card force as indicated above. In 
seplacing the rest of the cards in your pocket you obtain 
your naikwritez Given the situation, this must of course 
be one that you can affix instantly—ei 
Trecommend that it match the pencil you give the spectator tonse, since this 
‘will imply that you used the same pencil to write the prediction an the card 
before the show, 

The spectator having written the number on the card she holds, you note 
this number and inscribe it o the force card through the windowed halt 
‘of the deck. 

Removing the cards from the case, you replace the case in your pocket, 
‘getting rid of the writing device as you da so, 

‘You now ribbon-spread the deck on the table; you do this, naturally, so that 
ae windows are on the hidden halves ofthe cards. This appears very fiir and 
‘open. You point out the face-down card and, having drawn itout of the spread, 
instruct (ho spectator to torn it over as yon gather the zest of the deck, 

T mentioned earlier the use of glass to display the prediction deck, It yon. 
use hls, you might consider employing onc of those glaslik plastic tumblers, 
this would also have a window cut cut of the back, and the oon or band writer 
simply rests on the bottom of the tumbler behind the deck. Tt is not at all 
difficult to put the thumb through the window in the glass, get the writer on, 
write the number and jet dhe Writer go back down onto the bottom of the 
tumbler. You have a good deal of cover 

‘Thus all the ditty work hasbeen done bofere yeu (apparently) even touch 
the cards. 





HEXCHANGE 


EH js Lave described acmo things for which a deck switch might 
"Sea useful adjunct, i seems only proper that {should provide 
you with a technique for accomplishing this. 

‘This particular deck switch, which I devised over twenty 
years ago, has a peculiar genesis. A friend of mine was per- 
forming a brilliant carê routine for some other people, and I 
was watching from the side in a slouched position that did 
nothing at all for my posture. 1 mention my position because 
it enabled me ta see, by a pure Nuke, that the bottom card of 
the deck had seemed to change instantaneously. Coupling this 
bit of information with the effects presented, 1 came to the 
conclusion that my friend must have done a deck switch. 

Getting him to admir it, however, was something else again; 
he is known as someone who rarely if ever tips his mitt, and 
all my powers of persuasion couldn't get it out of him. I did't 
have mch to go on; I persevered, however, and came up with 
the method you are about to read 

A footnote to all this js that some years later 1 finally learned, 
from another source, the technique he used. 

Tile mine better 

+ 
‘The action of the switch is this: 

‘You are Wearing a jacket and holding a deck of cards face up 
in your right hand, you are going to remove a pen from your. 
left shire pocket, 

‘Your left hand pulls your jacket open slightly at the lapel, 
‘and your right hand, holding the deck, removes the pen from. 
your shirt pocket. In that brief moment the deck is switched. 
‘The deck is out of sight fora splitsecond; i will, indeed, scem. 
tothe spectators never to have been out of sight at al 
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To accomplish this you need: 

ea jacket with an inner left breast porket 

fea shirt with a left breast pocket 

the toro decks of cards. 

eie pen or pencil, about seven inches long. 

e —end the SuperDuperListleWonder Deck Switcher! 

And what is this Tast, yon ask? 

Well—its a piece of white cloth ribban, one inch wide and elght inchesTong, 
With a safety pin attached to each end of it It cost you about a dime, bue 1 
think you will find it. 
worth the expense, 

You pin one end of 
the ribbon to the shirt 
proper, just above the 
top of the left breast 
pocket; the othor end ol 
the ribbon ls pinned to 
the outer odgo ofthe tef 
inside breast pocket of 
the jacket 

The deck to'be switched in is placed in the 
shirt pocket so that the ribbon goes down around 
the bottom uf the deck and back up; the pen is 
placed to the let of the deck. 

Given this arrangement, and holding the other 
deckin youc right hand you will ind Qut when 
the left hand pulls the jacket open a bit the 
ribbon arrangement cases the inside jacket 
pocket co be pulled wide open, 

Because of thls, your right hand cant go in andl 
without any problem drop its deck into the 
inside Jacket pocket. "The left hand continues to 



















PSYCHL 
pell the jacket pocket outward, and this action causes the deck in the shirt 
Pocket to risa into your righthand (ust like the thread in a rising card setup), 
‘The right Angers grasp the реп or pencil along with the deck and the hand 
comes into view again. The swt has been accomplished, 

‘Yor will ind that with practice you can do thisswitch very quickly indeed. 
Do not, however, get carried away wl this, since the motion should not be 
any faster than ic would be if you were actually doing what you appear to do 

In executing this switch you might stand at a slight angle, your left side 
nearest the audience. This position provides a bit of cover for the switch, and 
Es a position you will naturally take quite often when you have assisting 
spectators on the stage. 

Given the mechanics of this particular switch, it can be donc just as well 
‘fom a seated position; thus iti just as useful for close-up performance as far 
stage work. 

(NOTE 1993: 2 caveat here: when | originally described this, had only 
"дей the gimmick in uvo jackets, and it worked satisfactorily. I have since 
discovered that, depending on the precise cut of the jacket, placement of the 
{interior pocket, and evan the kind of interior protective lining, it may not work 
as well as it should. You may have to experiment with various jackets to find 
ane in which this gimmick wil work properly. 
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Sain Chapter 15 of his book RicteT Unons THEN NOSES, George P. 
Sanderson describes under the ile The Fersmive Influence! 
particular approach to the forcing of one of four items—a 
routine inspired by Sanderson's dissatisfaction with a previously 
published routine. 

The routines in question are of the Bank Night kind—four 
‘boxes or four envelopes are used; three spectators each choose 
box and, while each gets. small prize, the object of real value 
jo found in the performer's box Wik sean, 

‘What follows is an adaptation of the Sanderson routine to 
more familiar objects, with some psychological touches and 
some simplifications in handling 

EFFECT 
(On your table you have four boxes; each is decorated with a 
large playing card pip—the first has a Heart, the second = 
Diamond, the third Club and the fourth a spade, 

Holding up a small folder, you mention that it contains a 
Poker hand, a Five-high straight. “In fact,” you say, "since weve 
олду going to be using four people in all, we won nest the Five” 
Yeu remove from the folder one playing card, show that itis in 
facta Five, and place it aside, Pointing out chat the remaining 
cards are an Ace, Two, Three and Four one of each sult—you 

504 have throe spectators cach name a value. 

“They do so and you dump the carês out of the folder and fan 
them. Let us say the spectators have chosen the Two, Three 
and Four; the fanned cards are seen to be the Ace of Hearts, 
"Two af Clubs, Three of Spades and Four of Diamonds. The 
spectators take the boxes appropriate to their chosen suit, 
laying you withthe Feartbox- which, of course, contains the 
valuable prize 


Page S2 
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METHOD 
For this you need six double-faced cards and a folder to be described, Since 
Ths candy are never handled by the audience they can be mado by simply hing. 
tle cards back to back 

‘These double-facod cards are: 
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named side upward; the next two (showing Three of Spades and Four c 
Diamonds) go in the area between the two pockets; and the last tw 
(showing Two of Hearts and Ace of Clubs) go into the lower pocket, boin 
put in from the other end. 

As a trial will show—depending on which end you dump the cards fror 
and which side of the folder is facing the audience, you willbe able to displa 
the four cards so that the Haare which is the force suit can be shown to 
the one value nat named by the three spectators, white the other three sult 
‘will show che other three values. 

You make one, two, three or four pencil dots at each end and each sid 
‘ofthe folder to ell you what value will show as the Heart suit if you бит 
‘the cards from that end and with that side showing. Two cards—eithor th 
upper or lower pair—will always be retained! in the folder by the orientz 
tion of the pockets 

The only other preparation is to add a Five of any suit to the two cards È 
the center compartment. When, in the presentation, you remove this car 
and set it aside, che casual display ofthe back is an added convincer that th 
‘cards are what they appear tobe, 

‘As you oan see, this is adaptable to ony sort of Bank Nighe presentation; 
‘would be parneniarly aparoprists in conjunction with the many psyche 
gambling routines in prim. 1 refer you to the Sanderson book mentioned abov 
{oc his charming presentation. 

‘The force sequence appears very fair—and you will note that it can be don 
just as easily with jumbo cards as with the more usual type, 





PSYCHOGRAPHITTI 


eam The following routines all have the same thing in common 
the appeatance of a message or some other writing or 
drawing on a surface of one of two cards after all four 
surfaces have been fairly shown. 

"They are all based in larga part on Annemann's Psychic 
writing which appeared in his MExTAL Bancaun BrrzcTs"® 
Another influence here waa routine marketed by Bd Mellon 
in che 1950 5—hi tte of which was, I believe, Out OF The 
Fifth Dimension, 

‘Another thing held in common by the routines to follow 
is that they are all intended as amusing quickles-and to 
make anything more of them would be, in my view, a con 
siderable error. 

CARDWORM 
You say tat everyone has heard of bookworms but very few 
have heard of cardwor ms, little creatures who plague those who 
work with cards Takingtwa cards from your pocket, you show 
them to be alphabet cards with a letter on each side. The four 


letter are seen to spell WORM 
and when, aec abrief pause, you. 
spread them apart, sure enough a. 
cardworm ofthe cartoon variety is | 507 
seen ta have twined itself around 
the W, ftom which vantage point 


it smiles out at the assembled 


populace. 

‘Your cards are aW hacked with 
an R (the R is reversed in relation 
to the Win other words, if you 
p 
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tumn the card end over end the letters are correctly oriented). The othe: 
card bears an O backed with a W—and it is this W that has the cartoor 
‘worm drawn on it, 

The cards are helt together in the hand with the regular W showing on tht 
‘upper card; the O of the bottom card is on ite upper surface. 

You show the W--tzke the card by ils outer ehd and, turning itend ove 
tend, you replace it underneath the other card in a sort of forward rotation 
You show the © and repeat the previous movement, being careful not tt 
show the underside of this card as you place ie underneath the eard in your 
hand. You now show the R—and flip this card over sidewise ta show wha 
is apparently the M; actually it is the first-shown М, now reversed to dc 
duty as the other letter. 

You conclude by spreading the cards to show the arrival of your pesky friend 

MEOW 
simple variant ofthe above—in which the four 
Jetters spell out M-E-O-W and, on being spread, 
reveal a scraggly cat perched atop the M. The 
working is identieal to the previous item, the anty 
наев еш thet hora the M doas doublo duty | 
for the W instead of vice versa, 
VELLEDA BABY 

In this approach the handling is the same, except 
that the first letter seem is changed into the last 
letter not only by reorientation but by physical 
alteration. 

“To do this, what willbe the ending letter ls drawn on the card, the card ther 
being covered with clear plastic. The rest of the letter is then drawn on the 
Plastic with erasable marker matching that used for the first part. 

‘An example would be a P drawn on the card propor; ater the plastic shee! 
isaffixed, a lower loop ls added ta change the P into a 3. Yeu could, thus, show 
{he two cards to spell out BURP or BUMP oue letters yet one side is never 
seen. On this side is, ofcourse, a B (Arawn as much like the first one as yor 
can manage) wiih the message or picture over-printed on il 

Of course al four sides ofboth cards are covered with the plastic sheeting 
for uniformity of appearance, 

(Note: it may be thought that this could he simplified by using the erasable 
marker surface [available In act stores] and a combination of erasable and non 
erasable markers, Doesn't work—the chemical in the erasable marker wil 
cause the non-ezasable parti bloed and smear) 

Another example would be to change a D lo an Lby semoval ofthe upper 
outer pait uf the curved section; thus the word yon spal could be DEAL, ané 





 PsicHL 
‘could oad up toa chosen card everprinted on the D (much Hke the Jaks Four 
Blacks and Elmsley What Card? effects of years ago). 

Here's a chart of some of the ways letters can be changed into others by 
removing a part of their structure: 








бос MoN 
WioN оюс 
RtoP Ut 


XtoY | QUOC U 
B, D, E, F H, K, L, M, N, P, R, T, V, W toT 


(There aren number of other changes that canbe done, depending on how- 

the letters are formed; t would be Impossible to list them all.) 
BLASTOFF 

im his final variation, operating on exactly the same principle as the preceding, 

‘you show four numbered cards and doa ‘countdown! "Few, eg two, On 

Bast off and on saying the final words you spread the cards to show a rocket 

or space shuttle taking off from the 4. 

he Sstahown4 is made lo change into a Toy the removal ofthe diagonal 
and crossbar. 

Tmall these variations the alteration is done very simply by wiping the carà 
with the Angers of the holding hand while the upper surface ofthe other card 
is being shown. Tt is a very simple procedure. 

‘Again, these are all intended as amusing interludes; do thom in that cantet 
and T think yout Bnd thera worthwhile. 
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SYMBO-CHART 


SSE Like: the ftoms just devcribed, this intended as an amusing cur 
sity rather than a deop mystery. 
EFFECT 
After a brief introductory — — —————— 


spiel about the powers of 
numerology as it relates tn 
ESP, you remove from your 
pocket a small white card, 
On one sida it says: 


xand on the other it has ro 
tows of ESP symbols, thus: 





SYMDO-CHART 
12345 67890 








о+{ ох 
OxO+ $ 





Yon ask the spectator to think ofa fourdligit number (all digi 
differen), and then to name any onê of hor chosen digits, She 
does so and, using her number you count to one of the ESF 
symbols which, for example, proves tobe a sar 

You tell ker to write down the remaining throc digits—to 
reverse their order to make a new number and to subtract the 
smaller number from the larger—to reverse the digits again and 


23d them to the number just 


obtained—and to announce the 


total, which in this case ig 1089. 
Handing her the card, you tell her to translate the four 
digits into letters as indicated; she does, and of course they 


spell cot ТАА, 


ряст. 


METHOD 
Well, with that for example anû tn dhis oases, T am being a bit facetious; the 
chosen design isalvaysa star, and given he mathematical procedure described 
the spectator wil always ond up with 1080, 

If yen look atthe two rows of symbols for abit you will sec that, depending, 
on which side ar end of the card is up, and whether you count from side to 
Sideor top tobotiom, you ean countany number fromene tenine and always 
end up on a stare 

This procedure isso simple that i will be obvious with a loak at the chart; 
there are, în fact, ofen a couple of ways lo get to the siar using the same 
number. 

simple as it is, this counting passes muster because you do it very openly 
and at this point the spectator has no idea what's going to happen; she's 
sill wondering what you're going to do with the other numbers she i$ 
thinking of. 

as a kicker you might pull a star card out of your pocket with tha spec 
tator's original number on it: er you might adapt the previously described 
Vindecks (page 469) to am ESP deck. 

(NOTE 1993. I using the 1089 forcë to reveal a wond, itappears that T was 
anticipated by Stewart James, who created his Setet Weapon effect using this 
notion in 1941.11) 


see Seman Janis In Pran: The Plist FIFTY VEAN, poge 4. 
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Mm hile the structure of the effect tobe described is mach like that 


in several effects in my MINDSCRIPT à, the working is entirely 
different 

EFFECT 
You show a deck of twenty-five word cards; all are different, 2 
‘act Which is demonstrated as you giva the cards a casual 

Handing the desk toa spectator, you mrn yourback and have 
him give the cars a complete cut, and then deal offa card in 
turn to each of four spectators; he isto take the fifth card for 
‘himself and pat the rest ofthe cards out of sight in his pocket 

Each spectator is asked to note the selected word on his or 
‘nor card and then to hide it. 

‘All this done, you ten to face the spectators. At this point 
‘you genuinely do net know the card held by any spectator— 
Yet you new proczed to divine all five cards! 

METHOD 
First ofall. the cards are stacked in a memorized arrangement; 
the mixing you give the deck fs a Charlier or other casual 
appearing filse shuffle. 

Five particular cards appear in every fifth position- fifth, 
tenth, fifteenth, twentieth and twenty-fith—and these are GIN, 
GRIN, GRAIN, GAINER and GRANITE, 

When you are giving the spectator his instructions, you 
Indicate how he ia to deal a ear to each spactator; as you da so 
you indicate tha four spectators he wil be working with, so you 
wili know later who got the first card, second card, ete. IF 
possible you pick a spectator at the cnd of a row of five and 
ave him work with the other fur spectators 





Povent 

"The spectator follows the procedure as indicated. You tarn around and ask 
thespectators to concentrate on their words. After pause you frown, saying 
‘he impressions are too confusing; instead, chey are to think only ofthe first 
Tetter, Ah, much better” you say. ‘Tam gating some very definite impressions. 
Who's thinking of te eter Go" 

One of the spectators ralses a hand. "Excellent Think of the other terters— 
there's an 1, come? The spectator agrees. "The next leter—an R* 

Note: you name the R rather than the N for this reason: if you said N 
the spectator would agree but you'd have no way of knowing if you'd named 
all the letters, the word being GIN, or ifthe spectator wae thinking of a 
Tanger word. Here, i he says no, you know immediately that he is thinking, 
of GIN. Better to miss one letter than not to know if tho spectator is still 
concentrating... 

you continue in this fashion until eliher you make an error or you've 
named all seven letters in either case you know the word... 

„and, of courte, sincê the deck is stacked, now that you know this 
spectators word, you know the words chosen by the other four spectators and 
сап divine them în any fashion you please. 

In doing this series of divinations strive for variety—write the word itself 
on a siate in one cane, in another you draw a picture; kaap changing the 
approach to keep the spectators” interest up. 

Do not, as a variation, show you've predicted one of the words (pocket 
index or whatever) this only beclouds such effects and often implies a 
force, Mentalism is already confusing enough to a Tot of your audience; 
don't overload them. 

‘Obviously, none ofthe other twenty warl cards begins with the same letter 
as those of your five-card set. Some other possible sets to use: 

HAT PAN PEA ТАР БЕТ 

HEAT PAIN PALE TRAP NEST 

HEART PIANO PETAL TRAMP ONSET 

HEARTH PISANO PLANET TAMPER SONNET 

HEATHER PASSION PLANTER TEMPERA CONSENT 

RdTarot 
Here we use a twenty-five-card stark of Tarot carde in adition to the twenty- 
two titled cards ofthe Greater Arcana we have the King of Wands, Queen of 
Cups and Ace of Swords? 

"The cans are stacked with the King of Wands, Emperor, Hermit, Hierophant 
and Magician five cards apart. The handling and presentation is as before up 
tothe point you begin the divinations. 





тт вй, ав а variation, it is the las letter ht 


Man idea of Jobn Snider's, See Siparis In hts Tiie SENETI TAROTUS CI ANKAN, 
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Here, however, you ask the spectatorsto visualize their cards. “Yes "yon say, 
“Tm getting a very strong impression now—T see a powerful figure, a male, aná 
hes holäing something in his Parte sumbat of his eutharity— whos sending 
me that picture?” 

A spectator indicates that to be his thought, and you proceed to divine the 
card. A look at the cards named will indicate how to pump for the specific 
selection. You can, for example, note that he holds something in his left hanê, 
trie only of the Hierophant and Hermit cards. You can say he is seated ona 
throne; agreement eliminates the Magician and Hermit cards. Other details 
wili suggest themselves to you as you look at the cards, 

Using this procedure you can do a convincing divination which has no 
air of fishing about it do remember that what you're doing is supposed to 
be abit difficult. 

As before, once you know the identity of one spectator’ card, you know 
‘them all and can proceed with the divinations 

For other groupings which can be used hove, see Quntasonse, page 279. 


GEMINIGHT 


n recent years there have been a number of prediction effecrs 
involving tape recorders, Some have been worthwhile; some 
have had outlandish methods, some outlandish prices, and 
some have been outlandish in both price and method. 

‘What follows is my approach to this effect. wil fist describe 
one ofthe possible routines then the methad—and then indi- 
tate how the working can be applied ta other effects 

EFFECT 

A tape recorder sits on the table before vou; aniy spectator 
names his or her sign of he zodiac and presses tho play button. 
‘Your taped message reveals the chosen sign! 

METHOD 
Before describing the working, | should explain that what the 
spectator heats is a charactor reading for his or her sien of 
the zodiac; at some point during the roading the specified 
sign is named, 

How do it know? 

‘The general method is this: 

‘The tape cassette recorder is of the portable kind, with a. 
single speaker for use when it is not played through an external 
system; Ik is a stereo recorder and has been prepared so that | 575 
only one ofthe two sterca tracks on the lape plays through the 
speaker at any given time. Which track plays is under the 
contral ofthe performer 

‘The cassette tape tse is prepared by having the two tracks 
recorded separately, and with complete stereo separation. 

On Track A are a dozen statements of a character analysis, 
taken from a fortunetelling book or a manuscript on cold 
reading; each of these statements takes, say, ten seconds of 
playing time. 
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On Track Bot the tape are statements naming the twelve signs ofthe Zodiac; 
these also ara timed to run ten seconds each, 

A sample statement might be: 

"These are some characteristics of your Sun sign, which is Leo— others are. 

‘These statements appear on ‘tack B in their zodiacal order; thus if the 
spectator is born under the sign of Gemini, he turns on the tape recorder and 
hears two statements regarding his character At this point you switch tracks 
and he hears his sun sign named you switch back and he hears the other nine 
statements of the reading 

As ta the precise preparation of recorder and tape to allow you to da this: 

"The recorder is, as mentioned above, a stereo recorder with a single 
speaker: It should have stereo output and input ports, and has a plastic 
rather than a metal ease 

‘At an electronics store you purchase two reed switches; one of these is a 
‘make! and one isa'break’—by which is meant that when a magnet is brought 
near them the first switch will closs, completing a circuit; the second will open, 
breaking a circuit 

You remove the recorder from its plastic case and inspect the rear of the 
оролот, horo rill bo Four rice ging te it, and thoy vill oul be cod and 
black pairs, the red ones being hot: These hot wires are cut and the reed 
switches inserted, one on each wire. 

"This is very simple to do, but if you don't want tû do it yourself, any sudio 
repairman will probably do it for a small fee. In putting the recorder hack into 
its plastic shell itis important to have the two reed switches resting against 
the bottom of the case; they should be taped in position. 

Given this elementary preparation— ifthe tape recorder is set on the table 
and the play button pressed, only ene of the to stereo tracks will be heard 
through the speaker И, however, a magnet strapped to your knee is brought 
p under the fable (oa position directly underneath tis reed switches on the 
recorder the other stereo track wf now be heard and will continue to play as 
long as the magnet is kept in position; removal of tho magnet will cause the 
recorder to revert to ths first track. 

Since the reed switches are on the bottom of the tape recorder at one end 
and the casseite holder is on top at the other, your underthe-table magnet 
‘Won't get close enough to the tape to damage it. Ifthe table is reasonably thin, 
a small magnet will be more than powerful enough to activate the reed 
switches; of course you will need to practice and experiment with the magnet 
toachiave the proper handing (or knee-ing). 

Preparation ofthe cassette isa bit more troublesome, unloss you have access 
ta aracorder that lows for doing overdubbing, Toriginally accomplished this 
by recording one track on one recorder and ranning it through a hifi system 
and into another recorder while recording the other track directly on the 








PSYCHE 
second recorder with a microphone—while listening to the first track on 
earphones pligzed inta that recordor Tt took, as you? appreciate, more than. 
а few tries to get something usable. 

‘A much simpler procedure, irom one point of vw, isto record all the state 
ments for both tracks and take the tapes to a sound studio, telling them what 
‘you want. In the interests of secrecy, However It ls best f you can find a way 
todo shisyourselfand with all the sound equipment currently available, this 
shouldn't be too dificult 

Given this methodology, there are a murber of other things we can do 
with it: 

Headlines 
For this you have on Track A several ‘general’ types of predictions. On Track 
5, however, you can have something very specific—if, for example, several 
candidates are running n a primary election, you name each ofthem as the 
‘winner. Aer the election, when the tape is played, you have only to activate 
Track D at the proper time to predict the winner! A curious aspect of this is 
that the definiteness of this prediction will give the strong feeling that the other 
predictions will turn out eventually to be correct as well. 

(стучат 
On a day when several games are being played, you can predict the outcome 
cf allofthem insequencs; on Track A, ef courss, one team is the winner and 
on Track B the other, 

Poker Phase 
‘You shuffle a pack of cards, keeping the top stock o ten in position; a spectator. 
conta the pack and you cross the cut in the approved foros fashion. You now 
bring out the tape and recorder and announce that you've made a prophecy. 

You instruct the spectator to deal ten cards from the place he cut () but. 
now things get interesting; he isto divide the cards into two poker hands— 
iva youone—and keep the other He now plays the tape and ities him who's 
"holding which cards! 

Of course you know the identities of che ten force cards—and taking the 
‘ards in orderby suit and value, Tack A names the card as being in your hand, 
while Track B names the same card as being retained by the spectator. 

* 
Depending on the particnlartapo recorder you use for this effect, and the 
‘preparation ofthe tape cassette itself, thera may be a slight audible elick as 
the tracks switch back and forth. One thing that will help to eliminate this is 
to make sure your magnet creates a Very positive switching action—so that 
the reed switches operate cleanly. 

Another way to make the click less noticeable Isto have a statement which. 
precedes the actual prediction section, and which is common to both tape 
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ltacks, tn recording this, tura the microphone offafter each sentence and backe 
on again—or stop and start the tape recorder. This will produce a similar click 
апа get the spectators nsed to the sound, 

A related way of doing this would be to have the predictions done in a 
mechanical, computerlike voice, with a number of sound effects including 
dias 

An additional aspect of using a prefatory statement is that you can be 
standing or wandering around the room as the spectator begins to play the 
tape. Then, irresistibly drawn by the music of your own voice, you stroll over 
and take a seat Just as the tape gets to the prediction section. 

Related to this—you might consider having your manager, or a confederate, 
seated at the table. You never come near the table and your secret assistant 
hondies the necessary business with the magnet. 

(NOTE 1993: 4 high-tech variation would be to use an infrered or FM. 
signaler to switch tracks, activated from your pocket as you stroll about but 
the whole idea of describing this sto suggest something you can actually set 
up without having a degree in electronics) 

‘There are really too many variations, given this method, to 

You could lave a spectator shufMle a packet of cards face-up and face down, 
and the prediction would tell which cards were face up and which were 
face down. 





‘You could predict on the tape which combination of left and right tums 
would bring the spectator to the center ofa chosen maze—or even one she'd 
drawn hersein 

You could... well, you see what 1 mean. 

CREDITS 

In Koran's Leaaov'4, Hugh Miller describes Al Koran's Cassette Recorder 
Miracle in which a reed switch is employed; in that effect the only fine 
tion af the reed switch is to turn the recorder off. Tt may, however, have 
been the seed af Geminighi. 





влез. 


PsycHL 


CROSS-REFERENCE 
Jamuissum: eco Adamsmyih—page 300 

Alpharmah: see Technical Goncerns- page 703 
“Handbook: see Cashseer—page 553 

Quindary: sen Quintasense - page 279 

Geminight see Unknown Power~page 28 
Geminight: see Tapinage—page 297 
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[1984] 


nip nezxopUCrTON to DECKALOGUE briefly mentioned the tendency on. 
Re partof come mentalis to shy away from effects involving playing cards, 
Telimp as they did that it mighrbe thought they wem doing card wicks rather 
thax mental feats, 1 pointed out that every major mentalist of this century, 
ror Danninger to Maven, has used cards in his act 

“There have bean other discussions of this question, notably by Tony Shiels 
in Naw Invocation: and by Stephen Minch in Burt Sperber's MIRACLES OF MY 
‘Paienns® but for the moment lets consider a quote from a layman. 

Ho saye 

MESE hatol me that he diate rick hy supernatural means I might 
have believed him * 

The writer is Colin Wilson Gn Tite GELLER PHENOMENON), a prolific 
author on occult and other subjects; the performer he refers to is Randi; 
‘and the effect? 

Paul Curry's Out Of This Worl 

Mind you, Wilson knew that Randi was doing tricks, the purpose being to 
discredit Uri Geller. Previonaly, Randi had done some spoon and nai bending, 
int also a duplication of a sealed drawing; tis latter might well be considered 
lassicay puse mentalissn, Yet. watching an admitted magician da what se 
ommitedly tricks, what does his reasonably astute observer decid is tlhe one 
hing that could have been done by supernararal means? 

A card trick! 

A preat card trick tobe sure, and certainty among the top half-dozen mental 
card feats but sil card tick 

Indeed, itis so popular a trick thatfew mentalist now would think of using, 
и, since it is performed hy most magicians and many non-mogicians. 

‘Lets see what we can learn by analyzing its popularity. 

Firs ofall, while the effect is very strong, is believable; a layperson can 
be persuaded that under he performer's influence he or she Tight be able to 
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sort the cards as claimed, particularly ifn the presentation there are a few 
‘errors (If, on the other hand, the spectator thoroughly shultled a pack and 
dealt it into four hands which proved to be the four sults in numerical order, 
no one would he likely to believe it genuine psychic influence) 

Secondly, the action is accomplished by the spectator not the mentalist— 
so the spectator knows with certainty that the procedure is fair 

‘Third itis accomplished in dhe spectators hands, so the spectator knows 
‘he performer isn't cheating, 

Fourth—{in dis specific but notall cases related tothe Third) there is clearly 
no sleight of hand, no manipulation talking place. 

Certainly these four points do not have tobe considered as requirements For 
effective card montallsm—but if'you think about the strongest work in this 
area you've seen performed by the leading lights in mentalism, you will note 
‘that ie follows most and often all of these points 

Sometimes, of cours, one aspect willbe strong enough to offset the loss of 
another In doing the optical fan force the performer does holà the canls, © 
bo sure but this is counter-balsnced by the point chat the spectator simply 
thinks ofa cavd rather than physically choosing one. Prom the spectators point 
of view there is no wav that sleightefhand could assist you in revealing a 
‘ought existing only in his mind 

1 strongly meommend that you read THE PSYCHIC FEATS OF OLOF JONSSON 
by Brad Steiger? It is a thorough examination, from a journalistic but 
nonskeptical point of view, ofa man widely believed to have genuine psychic 
abilities, a reputation earned in large part with tests using playing cards- 

‘Since, as mentalists, we are working in a different context from опол =. 
stressing the entertainment aspect rather than the supposed genuineness— 
much in his approach ie nat directly useful. The book is stil worth reading, If 
only to showr how easily people will accept asa genuine psychic miracle some- 
thing which is quite clearly a card trick. 

(After you've read it you might want to check Al Mann's Tire TINRD ECSTASY, 
section of which isdevoted to Mann's hypotheses of how Jonsson might have 
accomplished the various tests) 

Amd so, speaking of psychic miracles, we come t the material in this 
section...! 

Nothing herein requires sleight-ofhand; do not be deceived by this fac into 
thinking this stuff is at all easy tis not. With the exception of the ‘stop’ effect, 
it roquites extensive brainvork—or precise hangling—or both. These aren't 
“card items’ that you will earn thìs evening and start daing tomorrow, or oven 
next weak. Thay will taka a good deal of work to be performed competently, 
and a great deal tobe performed wel. 


em 





SI 197); Pople Leary papetacks 1973, 


Conpracr. 

“They are conceived as feature offecs, as was my TRITONIC routine, andare 
tobe the only thing you do wid cards In a given act You can point up various 
pects of the effects—with ihe Pierczption stabbing routine yo could stress 
‘he ‘challenge’ aspects of the presentation—sesled deck you've never seen, 
ento tke just ono example. 

‘Again—these elfects will require work, and thought; | think you'll find 
they re worth it, 
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ane just mentioned, this is most effectively presented as a ‘chal 
lenge demonstration, and Ihat is the way Iwil describe it here 
EFFECT 
You explain to the audicnee that before the shew began you 
spoke to a spectator; that spectator 3s asked to stand. 

This person, you explain, was asked to think ofa card, to 
keep it in mind and reveal its identity to no one. The spec- 
tater verifies that shes thinking ofa card and dat iis known 
te no one bit her. 

You now tell the audience that you spoke to same one else 
Qetus say the president of the sponsor ng organization some 
days ago; at that time you requested that a deck of playing cards 
be purchased and brought here this evening, 

“The president of the club is introduced by you and brings 
tthe dele fears, You point ou tat ee cw are si sealod 
in thsi cellophane wrapping and yer strasa the Impossibility 
of anyone tampering wih them. 

Taking dhe deck, you ask Ue lady standing inthe audience 
to concentrate on the cari known only to her 

‘You show an ornate din blade dagger. 

Afr a panso, you slowly push the blade through the calla 
thane and the Bor ci and Inta tha deck; The knife gpes in | S27 
one of Me narrow sides of the hax and out the other paming 
between two cards 
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The whole array is handed to the president to hold; only now do you as 
the lady in the audience to reveal her thought-of card. she does s0. 

The president is instructed to tear away the wrapping and box and t0 care 
fully separate the deck at the point where the blade has entered 

Не does s0...and the card next to the knife-blade is the lady's mental: 
selected cad. 

METHOD 
Stripped of all the hoopla this js just another cardstabbing trick—but thr 
particular kind of hoopla we use In this presentation makes it seer like a whol 
Jot more than that, 

‘The method divides itself into io parts how do you know what сап 
the lady is thinking of? And how do you stab to that card in a dock yovv 
never seen before? 

The answer to the firs of these questions ls hardly a surprising one; whet 
‘you speak to the lady before the show, you as her to think of a card, and fo 
this purpose she chooses one from your rough-and-smoath forcing pack Shi 
is asked to keep it în mind 

‘The second partis almost as simple to explain, but somewhat mor 
шшш до. 

1n selling up the purchase of tha deck in yous phone call to the presiden 
ofthe club, you specify the brand and type of deck tobe used. Since all ofthe 
cards ofa given brand and type willbe packed in tha same order, you are awar 
of thal order 

Given that, you also know what card will be in the exact aeter of tho pack- 
and that isthe card you force. 

If, then, you grip the cards in the wrapped case fiemly in your hand anc 
stab through the exact center ofthe outer Yong thin side ofthe case it will ene 
"up next to the center card. 

itis this card, needless to say, thot you force with the rough-and.smooth 
pack on the first spectator 

‘As to how you always stab at the exact center ofthe deck—fist of all, yor 
practica. You will find rhat it is casier to stabat the precise center than at other 
positions—and also, surprisingly, chat tis often easier t do this with the deck 
in the casa than ont oF it. 

Secondly depending on the kind af cards you use, you may well be able 
io find a specific detalin ho printing on che side of the case that yox can use 
as a guide for the stabbing, This detail may nat be at position twenty-six, in 
fact, but ifrepeated tests show it always puts you next to the same card—it 
doesn't matter; obviously thas the card you force, 


‘This concept comes feom Phil Goldsieia's Four-Sided Triangle in s Rea Book OF 
Masracs, page 8. Yeo are strongly advised to look it up for Phil's brillant dialogue 
tune in ning’ ıe spectator Set selection aut lale revelation. 


GaRDIAGT 

Ihe parte here ate simple, if not necessarily easy; I think you will find that 
they sum up to a whole that can with proper presentation be great indeed. 

NOTES 
As specified in the affect description, you use a dhimbladed knife; it makes 
the coezect stabbing much more certai 

You can, f you wish, borrow the knife—as longas it fils the above requiro- 
‘ment—and adi at mors hoopla to point out that detail. 

Also with the knife—asa presentational grace note you might have the lady 
‘hold the blade between her hands for a moment, so that the knife can absorb 
the psychometrie vibrations of her thought. 

You might wish to make up a list ofthe twenty-sixth cars in tho mw dock 
orders of the popular brands of cards. That way, ifthe president or ather 
dignitary who makes the purchase should screw up and bring you the wrong 
kind of deck (and you should always check on this before the show and before 
you have the lady select her card), you can use a sleigh'-oFhand force for the 
lady and carry on as usual. Tf the deck isn't on your list it would be wise to 
hava in mind a good effect that can be done with an ordinary pack- 

Covering il bases hers—if you don't have the opportunity to check the dock 
beforehand, call on lhe dignitary frst. IE ho cameo up with the right dack all 
is well and yeu have the lady in he audience stand up. TF itisn't Uno right deck, 
or if fhe sea is broken, yon do some other efect with it—and later on in the 
shove have the lady stand up; you then reveal her thoughtof card in an appar 
cently impromptu fashion: “Youve beer thinking of a card all evening, havent 
pole [thought о... ше, keep thinking of it and 11 try to. and sa forth 

IF you don't wish to do two card effects in the samo program, yon could 
simply ase the dignitary’s deck to force om him the same card аз the lady îs 
thinking of here I'd recommend an ovtoFthe-hands force—and alter your 
presentation accordingly. 





CREDITS 
‘The handling of the card selection is, as noted, Phil Goldstein's. Stabbing to 
dhe twenty-sixth card in a pack has been an aspect of effects devised by Al 
Koranî Tony Grifth® and Alex Elmsley", among others, 


‘See Koran Miele Card Sabin Koran an Lamont's MASTERED AMAZEMERY, page 47 
Sue A Question Of Coincidence in GRIF ON CoB, pase 12 
Which he taught me in 1254. 
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MB hat tows here iam interesting and visual version ofthe classic. 


‘mental stop’ effect—but not, in my opinion, one to stand by 
luge. | would suggest rather that it he used as a kicker to a 
previous effect, Let us say that you have done, by any of the. 
many methods available, the stop effect where a spectator deals 
cards into Your hand and stops at any point, only to find the 
card stopped at matches previously shown cardin your wallet. 
At this point you prosved naturally with thin— 
EFFECT 

‘Asa further proof of your ability to influence the spectator you 
have him initial ho card with a marking pen and then you 
shuffle ichack into me deck. 

You drop ihe deck into your side jacket pocket and explain. 
that you are going to take cards one ata time from that pocket 
‘and place them in your upper breast (handkerchie!) pocket 
Suiting the action to the word you da this with several cards, 
and instruct the spectator that atany time while you are holding 
a card he is to stop you. 

At some point the spectator calls out stop; he is given the 
option cf changing is mind and having you continuo, but 
when he is finally satisfied you turn around the card yor are 
holding. 

Itis, of coursa, the initialed selected eard. 

METHOD 
“This ea direct adaptation ofan apparatas effect which has been 
‘on the market for near halfa ceneory: the affect, still marketed 
and manufactured by Abbotts, is called Attaboy. 

"The Attaboy apparatus takes the form of a sill-scraened 
plywood cutout of a bellboy; he holds a wooden houlette, and 
mother such houlette rests at his feet 


CARDIACT 

Cards are transferred from the lower houlette to the upper one, and whe 
exer tha performer is halted he holds the chosen card. 

“This is accomplished, simply enough, by a slide which runis down the rear 
ethe cataut to the lower houlette. A few cards are taken from the rear of the 
eck in the lower houleti and placed in the front part of the upper houlette 
‘=the procedure is explained. Then the chosen card is taken, but it goes into 
‘the Side and drops down to the bottom houlette, where it is again taken from 
the rear of the cards therein. The procedure is repeated wali the spectator 
‘alls stop, at which point the card is shown 

Avery pretty elect, and one that has seen service in programsofa number 
‘of magicians over the years, It has not, however, been performed by 
‘entalists—for the obvious reason that the apparatus looks Tike precisely what 
isa magic prop. 

By using the two pockets ofthe jacket wo can get exactly the same effect in 
afar more natural seeming way. 

Inthe handkerchief pockat iatha upperend ofa slide; the lower end ofthis 
Sige feeds into the side jaeket pocket. Thus a card taken from this lower pocket 
and placed into the upper onc and into the slide will immediately return to 
{he lower pocket ta be taken out again 

“The slide is basicaly a flattened mba slightly wider tnan a card and about 
an eighth of an inch from front to back; is length depends on che distance 

from a few Inchos balow che top of the 
handkerchief pocket to an inch below 
the top ofthe side jacket pocket; this will 
almost always be Tess than fifteen or s0 
inches. 

Jcreally doesn't matter what the tube s 
made of as long as itis semirigid-in 
normal use å must not easily collapse, 
crush or buckle. One way to makê the tube 
istogetashoct of flexible but heavy-duty 
plastio, and fold it tightly around astick of 
wood which has the same dimensions as 
the interior of the mbe. Fasten the plastic 
în place and put it in hot water for a while. 
When the plastic dries and the wood is 
removed you should have a semi-rigid 
plastic tube of the proper dimensions. 

One further addition is to glue the 
male half ofa snap fastener to the rear 
of the tube at one end; the female part 
of this snap is sewn in position on the 
roar slde atthe handkerchie! pocket. In 
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this way the tube can be snapped into position and will stay thore but can 
be removed when the jacket is to be cleaned. 

‘You can mai the required slits in the pockets yourself, butit might be better 
(о havea seamstress or tailoz do it. The slit in the handkerchief pocket should 
bbe through the rear wall at least two inches above the bottom of the pocket 
(eo other items placed in the pocket won't fall through): the slit in the side 
jacket pocket should be right at the top edge af the rear Wall 

With tho jacket prepared as described, the working ofthe effect should be 
fairly clear After the card has been initialed and rottimed to the deck, you 
control it to the top and drop the deck in your side packet back outward. As 
‘you explain what you are going to do you take a few cards Бота the face of the 
‘eck and pot them into the handkerchief pocket proper (you may wish to have 
some otra cards already in this pocket to be removed at the conclusion of 
the effect; mote that these might be a very specific group of cards needed for 
a aubsequent routine), 

This illustrating of the action concluded, yom take the top card (the 
‘spectator’ initialed card) from the lower pocket and pat i in the upper one, 
actually into the slide. It returns to the lower pocket where it is again 
extracted—and the procedure is repeated until the spectator stops you, where 
‘upon you show him you hold Lis selected card, 

‘Again 1 stress that this fs merely an adaplation—but since it isan adaptation 
that may spell the difizrence between being able to perform che effect oz not, 
Think itis worthwhile 

NOTES 
‘While 've describod this with playing cards, an interesting routine could be 
worked out with a group of business cards collected from the audience. One 
spectator is chosen anû js able (o find the business card just handed io you 
hig or her own 

Givon the slide setup as described, you are also prepared lo do the version 
ofthe Medalion effect described in KORAN'S LEGACY by Hugh Miller”, You could 
in fact do the Medallion effect first and later on the. Attaploy routine. 

CREDITS 
Attaboy was invented by Jack Hughes. 
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SE There have many attempts to create he ultimate card divination: 
"These efforts have had thelr advantages and their drawback 
I will not presume that in this approach to the problem 1 have 
achieved perfection; for my own purposes, however, irll do 
until perfection comes along. 

EFFECT 
From its case you remove a pack of cards, and spread it to 
Show tne cards are arranged in new deck order. In doing this 
you are demonstrating without having to say itthat the deck 
is a complete one, 

‘You hand the deck toa spectator and instruct her to shuffle 
it thoroughly, in any manner she likes, When she has done this 
you urn your back for a moment. You tell ez to spread the 
Carda faces toward her and simply to think ofany card she sees. 

‘This done she is to square up the pack and drop it backe inta 
its case after which you turn back to face her 

It would be difficult to imagine how the conditions could be 
any fairer or the procedure any more straightforward, than as 
"hore described, 

Xot-in spite of hese conditions yon proceed to name the 
thought-of card 

METHOD 533 
‘We use two basic principles here—limited choice and elimi- 

‘The decks, as stated, a complete one; hs spectators choice, 
however is limited to: 

‘the Six, Nine and King of Hearts 
‘the Seven and Jack of Clubs. 

‘the Ace and Two of Diamonds 

‘the Three, Five and Queen of Spades 
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To achieve this limitation you spray (lightly) the bazks and faces ofall oth 
‘ards, and the hacks only ofthe above-named cards, with a light solution + 
roughing fluid, You may also wish to prepare the faces of the named ca 
‘with a fanning powder orslicking wax, If the deck is reasonably new this lam 
preparation will probably not be necessary. 

‘With the deck prepared in this fashion, it may be wel shuffled by the spe 
‘ator, when she toras it toward herself and spreads it, however, the only ean 
sho will sce —with the possible exception of the face card of the deck, whic 
you thay instruct her to avoid as tao abvious—will be the above-named card 

‘This will not appear at all unusual—when you spread a deck of cards | 
‘your hands in this fashion you will rarely see more than ten ara dozen can 

Thus the spectator $e limitad to dhe ton cards sted above, and now you has 
to discern which of those it is, We accomplish this by the same means (ar 
using, in fart, the same cards) as described in TRIONIC; please refer to pag 
76 for the pumping technique. 

“Thus thë card is divined, and in performing this divination you have followe 
the same procedure you might follow if you were genuinely psychic. 

‘The part of this that needs practice is cha elimination sequence, in «i 
TRIONIC write-up, I have tried to cover it in exhaustive detail, but it 
something yon will have to do over and over again to bring it to ite mo 
convincing level 

NOTE 
Since the deck is complete and its preparation is not likely to bo discerned b 
anyone, it could be used for subsequent effects, [wil state as my very stron 
opinion the thesis that there arent all that many effects that could follow th 
one, properly performed, 

J£ you're going to learn the pumping sequence, you really ought to lear 
{he full TRIONTC routine if you have not yet done so. 

CREDITS 
"The concept of preparing a derk so that only a limited number of cards wi 
show isbelieved to be che origination of Trevor Hall, and is described by hir 
în his book Norime is hapossiace? 

‘See the TRIONTC section (in particular page 84) for other relevant credit: 


‘Page 8 where wax employed as une part of 20 Ingenious effert invalving a desk ¢ 
Lene casis 


DISPOSITION 


em he effect ofa named card appearing at a named position im the 
deck has been popular for a long ima. In Imposition (page 209) 
describe one solution 1 had devised for this problem, it 
involved the assistance ofa steoge. In what follows no stooge 
or scoret confederacy is employed. 
EFFECT 

xou plac a ave dex uf cards o the ble ard discus coin. 
idence, synchronicity or whatever else amuses you. Inviting 
toro spectator a take part, you ask them to verify that you have 
‘never bofore spoken to em and have made no scoret arrange 
ment with either of them 

“This made clear yeu ask one of them to name a playing card; 
this done, che other is instructed to name a number from one 
to fifty-two. He does so. 

You remove the deck of cards from its case and put it on the 
table. That's a? you da, and you do not secretly move a card 
som one position to another. 

Yet—vwhen elther of the spectators deals the pack to the. 
named rmmber—the card at that postion isthe one specified 
by the spectator. 

METHOD 535 
Sound interesting? 

As I just said, you dont move the card—what you move is 
the position, relatively speaking. How do you do that? 

y using not onc, bot suo decks of cards 

itis a Tittle known fet that decks of cards are readily avail- 
able which are much thinner than usual. Those decks are almost 
always foreign-mad and ace either of a plasticcoatrd variety 
cr thin two-ply cards; one such deck is manufactured by on 
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Onosaka's Magic Land company. Also currently available are thin cards 
solê for split-fan productions; too, Neil Lester (Cards By Martin) can provide 
such decks, 

“Two ofthese decks, arranged top to face in sequence from Ace to King and 
with Hearis-ClubsDiamondsSpades sult order, cm be put into a standard 
playing card case without much difficulty (more on this presently. 

Tt will be readily seen that, given this situation, any card can be named, 
and any positon—and it will be possible to take from the deck æ continuous 
тип of fifaptwo cards with ths named card at the named position. 

We will consider niceties of handling in a moment: for now let us look at 
Just what happens when the card and number are named, the two docks 
stacked in sequence in the case. 

‘As an example let us pick the Ten of Hearts and the number forty. 

Ifthe Ten of Hearts is to be at the fortieth position, then clearly thirty-nine 
cards have to be on one side of it andl twelve on the other Given cur stack as 
described we can't use the Ten af Tears in the set atthe top ofthe pack because 
only nine cards are above it 

Iwe look at the Ten of Hearts near he center ofthe double pack, however, 
it in cany to sce that twelve cards below i is dhe Nine uf clubs. 

‘Thus—|fwe remove fom tha case run of fife cards with ihe Nine of Clubs 
at the face, the Ten of Hearts will he at the fortietit position from the top. 

And how do we know what the top card of the pack should be, in order to 
ive us fily-two? 

Simple, What we're doing here ls, in a way, cutting the deck by selection 
from a larger group rather than by physically transposing the svo sections 
but the resulta are the same, If wwe had but one deck set up as specified, and 
Wwe cut itso the Nine of Clubs was the face catd, what would be the top card of 
the deck? Naturally, the Ten of Clubs, It's the same here, 


Lets take another example: 





‘The card named is the Jack of Diamonds and the number is nineteen. 

‘The Jack of Diamonds is the eleventh card in its suit; thus we must add 
eight more cards from the Club sult above it- thus che top card of the deck 
will be the Six of Clubs and the face card willbe the preceding card in the 
sequence, ie, the Five of Chibs. 

‘This may sound a bit complicated as you read it, but if you will get out a 
couple of packs and arrange them as described, one on top of the other you 
will see that it isn't all that difficult. I's not easy—it does require a bit of 
concentration, particularly as you have to talk anû otherwise perform as you 
do it—but it can be accomplished without trouble, given the proper amount 
of thought and practice. 

[Naw let's consider some of the fine pointa: 





CARDIAGT 

‘Though you know the general location of each card in the deck—and 
the specific location after a moment's thought~you might want to pasto a 
ccae-list on the back of the card case; itis not strictly necessary but might 
bbe useful, 

Still with the card case, two other moggastions: 

Place a thin wedge in the bottom ofthe case (this can be nothing 
more complex than a piece of folded card). With this wedge 
position che dock will be raised slighty out of the top of the case, 
‘and the upper edge ofthe deck will have a bevel, making It easier. 
for you to rifle through the cards. 

‘Also depending on the decks vou use--it may be necessary to 
enlarge the case slightly. 1é 1a nat at all difficalt to pull the cass 
carefully apart, mold it around the double-deck and glue it back 
together This alteration will not be noticeabla if done neatly. 

Asto the cards themselves: 

All the Aces and Sevens are trimmed slightly short. Given this 
preparation you will ind that most oñen you can riffle to the proper 
face card of the deck Çor what will be ihe face card, when you take 
the deck out) without having to look at the cards. 

You may also wish to edge-mark tho cards atthe upper end; while like the 
cue-list this is not strictly necessary it may prova helpful. Please note that it 
will hardly be necessary to mark all the cards. 

‘As tothe actual removal ofthe cards fram the case: 

You pickup tha cased desk so that about an inch ofthe bottom ofthe deck 
projects from beneath your hand; in this way the upper end of the deck will 
be hidden. The flap is opened (it is on the side ofthe case nearest the hand) 
‘and will project slightly above the edge of your hand, 

‘You ull the entire double deck up about a quarter of an inch and then 
(exert pressure with the hand holding the cards to keep them momentarily 
in this position, 
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You riffle, using the short cards as helpers in calculation, to the card that 
‘ylllbe the face card. When you have reached it, the hand doing the rifle holds 
the remainder of the carts in position while tha griptheough the case is allowed 
lo relax long enough for the cards in front of the stopped at card to drop back 
down into he case. 

‘The dock is re-gripped by the holding hand and you riffle to what will be 
the top card ofthe deck; as soon as tt passos your thurab you push all the carde 
above I don slightly; your thumb now moves back lo the (new) face of Ue 
‘dock and all the projecting cards are removed from the cate, 

Please note that In doing this yor de not—snd should not—rilic through 
dlithe cards. You know approximately where your face card is, and the most 
you should have to do is riffle from the nearest short carl below ita half 
dozen cards at most, This rifling must be done with a light touch to avoid 
any telltale noian. 

Once you have the face card, you know the lop card will of course be fifty- 
опа сагдв above it; vou estimate (nat point and start your rifle a few cards 
helow the projected position. 

As I pointed out inthe Introductory comments to this section, this kind ol 
effect is simple bot not easy. Ivil require practice todo cleanly and without 
Your thought processes showing. 

You employ a very simple misdirection of the classic kind as you remove 
he cards from che case. You hold the deck up im a prominent display, saying, 
*--fifartwocards, and fifty-two possihe positions or something abit more pro- 
und; during this time your other hand, holding the case, drops unobtrusively 
to the side. Tt stays there until after the spectator begins the couni-and deal; 
only then do you drop the case into your pocket. 

A word, here, about cards and paranoia: 

Most afus have handled carãs all our lives. We know what a deck feels like, 
and can generally notice ifeven a few cards have been added on ar subtracted 
from a dect. We know how thick a pack of cards should be. 

Laypersons are at ike thet; they doit know what a deck properly feels ike. 
Ive had the experience of handing a deck out for shuffling, and then realizing 
that a dozen cards (rom the pack were still in my pocket but the spectator 
didit notice anything at all unusual about the cards. 

In this zoutine the only really peculiar thing is that you take a deck of cards 
ешоГа сазе twice its thickness- butthe people watching don't have a chance 
to compare them, and ara not going to assume that all cards are cased with 
equal exactness. 

From the spectator's paint of view, you have a deck of cards in a case on 
the table; later, when he is dealing, he notes that there are in fact fifty-two 
‘ards, tho proper nombrr—so he really has no reason to be suspicious. Don't 
shy away from is tiect because you would be. 





[d 

Given the serangement ofthe caris. you can say, at ihe bewinning of the 
presentation, that you looked through the cards as they sat in new deck orden, 
and then gave them one ent to bring a particular card to a specific position 

| should say hat do notuse this sequential sap; my double deck is stacked 
ina memorized order for use tn a subsequent effect. If you use a memorized 
pack it requires n very simple calculation to know what the necessary face 
card should be—and for some of you this random appearance of a memorized 
pack may he a plus for this routine, 

(l donor recommend shufing one ofthe decks, stacking the other in iden- 
teil order and then making a culis I believe it would be just too difficult 
to work with such a tist în anything like a convincing fashion.) 

You will note that, having concluded this effect yow're lefe with a deck 
containing eight short cards, which may be of use in a subsequent routine. 

If you really want to be cutesy, you can have another card case in your 
pocket, this one, noed I say, is empty and will only take one deck. At the 
conclusion you bring it out and replace the cards in it without comment. If 
you decide to do this, pick a case design where the two sizes will not be tao 
different in appearance. Here again, though, note that the spectators see the 
case for a fow seconds at the beginning of «be effect andit is then out of sight 
Tata the end—and no real antenon 15 directed toward It anyway—su Uie 
dlilfesence would have to be quite blatant for anyone to notice it. 





One final note—a mater of personal opinion: 

You know now that you can in fact cause any card to appear at any number— 
but don't hie tha audience over ihe head with it. To them the effect is that you 
somehow managed to porosive thata cind would be ata number; this is miracle 
enough. I you go into the *.., ave you satisfied? Woud you ike 10 change: your 
hn? Youre sure” business beloved of magicians, I chink it mms it inoa card 
trick, When they name the card, look relieved, and when they name the 
number, even more so. That makes it real. 

(NOTE. 1993: An interesting new variant ofthis effectis Ken Krenzal's Open 
‘vl Shut Gaae in hig Ctose-uP Iaracr’™, writen by Stephen Minch) 

CREDITS 

Thadteyed with the idea of ultrathin decks for some time, but it wasn't until 
T saw Phil Goldstein do his briliant version of he 'Pred' trick? that I got on 
the train of thought arriving here. The general sffect of card-anumber isan 
tld one, with a genealogy toa cloudy to reference procisaly here 


вает. 
рттан whon Düpesiion was arginzly published but ater deseried in Phils blie 
it leer noces, se Fal Frat. 
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CROSS-REFERENCE. 
See listing at end of DECKALOGUE section—page 238 


[1984] 


MYND 





“Hane, as rri PSYOHL, OCTASM and the next section, 
SPYRYT, I'm describing items originally intended to 
be marketed separately. Indeed, one of the items— 
Clockout—has, since its original publication, been 
manufactured by Ton Orosaka of Japan's Magic Land. 
‘Aa itis easy to make up in satisfactory fashion, Im 
including it here. 

nan earlier section T mentioned my aversion tothe 
‘kind of el Faggrandizement in descriptions commen 
in writings on magic and mentalism. It has been 
brought home to tne rather forcibly in recent times just 
how unwise ths stance is in terms of marketing. 

but atthis point am too old tochange. My regu 

lar readers don't seem tu require such pulfery (or they 
wouldn't be regular readers), and such people as do 
will haveta wait util they sea the material performed. 
Tf that sounds grampy, so be it. 
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авзо on a aslo mental presentation, this effect has a certain, 
ah, charm. 
EFFECT 


You talk about the ancient belief that certain special objects had 
innate powers for protection or for destruction—objects called 
amulets, talismans, phylacterioa, apotropaions—a belief ol 
held bythe majority of the world's population. Is thore anything 
to such beliefs? You propose a experiment to find out. 

On your table are five simple stands ike 
the one illustrated on the left. Each stand 
consists of = ten-inch metal rod coming up 
from a Wooden block, the rods are bent into 
hooks at the top, and from each of these 
hooks, by means of a bulldog clip, hangs a 
manila pay envelope. 

You explain that one of these envelopes is 
under the protection of the Amulet Of Faust 
this amulet, you further explain, has the prop- 
ery oF protection against fire 

Various spectators nominate four of the 
envelopes, and you set fire to them; they are 
reduced to ashes, The immolation concluded, 
‘you reveal that the amulet has protected the 
‘remaining envelope —and the proof of that is 
simple; the ammet is in the envolope. 

Very fairly you remove the envelope from the clip and tear 
off one end. From the interior of the envelope you pour out 
the amulet, which is a metal disc showing a picture of the 
sorcerer Faust. 
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"To conclude, you give the amulet to one of the spectators as a Kcopsake-— 
pointing out that its been through such a severe test that it has probably lost 
sl protective powers so she had heiter not play ith fre... 

METHOD 

As many of my readers will know, the presentational angle of this glorified 
Bank Night is Fogels, the original version, marketed over two decades ago, 
was called Fantasy In Flame. A later version, using the same general approach 
but witha different methodology, ras marketed by Supreme as Technicolour 
Chance. 

Some ime before the rst version came out, James Herpick had marketed 
a sat of tongs in which to burn a billet; tha operative principle was that the 
centerfold section of the billet, held he«woon tha ‘grippor-pads' af the tongs, 
would not burn. 

in Fogel's application of this principle, a bill folded into a small rostan: 
gular package was placed in one end of the envelope; this end was put 
Between the jaws of a дов clip e that the part containing the bill was 
completely consesled. Obviously, with five envelopes so prepared, any four 
тота Бе burned—the unbernt portion containing the bill safely hidden 
within the jare of the olip -and tho final anvelopa could ba vary fairly 
opened to show its bill 

Togel was not completely happy with this and came up With an alternative 
handling where the bill—onc only being used—was loaded in and then 
apparently extracted, This too was unsatisfactory since the move’ came at 
precisely the time it would be suspected. 

Tn the course of a Magie Castle Jactura Fogel mentioned that he had 
encountered a number of spectators who had reasoned out the method ot 
the original version. To counter this he had noted down the serial number 
of the ill ona blackboard on display; needless to say, the mumberson the 
five bills were in a consecutive series, and made identical by the erasure 
of the final digit, 

"This, too, was Iar from satisfactory, since in trying to prove that something 
wasnt being done št tended to suggest that it was. 

Enough history. 

‘When | went to work on this problem, decided the basic concept was fine 
‘he difficulty was simply that astute spectators would realize that a bill could 
be folded up small so thar it could fit in the elip—so the obvious answer te 
{hat was 10 use something too big to be hidden that way, something that 
couldn't be folded... ke a metal dise... or a coin. 

yeah, yeah, all this blather has been to tell you that you use five Folding 
coins 

‘but thats not the best part The best partis that because you use the 
amulet presentation you do not bother with getting five pricey folding hale 
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ior, you use the cheapo S'S, Adame folding coin (you can probably pick 
‘Sec up used ata magic swap meet or from a vccondchand dealers list) These 
‘coins pase off very well as amulets. 

‘You fold up the coins, stick them inthe enve- 
topes, and tuck them away in the jaws of the 
bulldog clips. (You should use the smallest lips 
and envelopes that wil ally conceal the folded 
сой.) In your pocket isa duplicate solid coin 

"The presentation is fairly straightforward. You 
burn up the four chosen envelopes as indicated 
above; other than that you have nothing to do, 
really, unt i comes time to show the amulet 
in the final envelope. 

Here you must make a point of your hands 
being quite empty, without being too obvious 
‘about it This done, you take the envelope by. 
the bottom third in one hand while the other 
Tand releases the clip. (If you didn't do this, 
spectators weuld sco  lirle cluniy movement 
û he coin lel to thc bortom of the envelupe; 

Carefully ear off the oped of the envelope, 
discard this strip and let the envelope buckle 
open; if the coin has not previously unfolded 
fully it will do so now, 

‘Tilt the enveTope toward the spectators so 
they can see the col amlet within, You spill 
tout onto the palm of your hand. As you talk 
your other hand erumpies the envelope and 
Puts it in your pocket, where you obtain in a 
fingerpalm the soli eain. 

‘The other coin has been on display on the 
palm of your hand as you talk; now you ap- 
proach a spectator and apparently pick up the 
coin from your palm and and it to her Actu- 
ally, of course, jou simply push the coin into 
view from the fingerpalm and let the hand containing the folding coin drop 
to your side. (For sake of gic the person you present with the amulet should 
‘neon the apposite sic from the hand displaying the coin, so there tsa reason. 
for it to he taken in the other hand.) 

There is no reason for the spectators to be looking fora switch at this point 
since the effect is apparently over, 

“The folding cain ean be disposed of in putting away the matches and clip 
stands used in the presentation, 
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NOTE 
Make sure you also dispose ofthe torn-offsoction, because this may retain 
impression of the folded coin. 

CREDITS 

Fogel was the major inspiration, as indicated in the text above. T 
methodology Tve employad in this version may have been inspired by Frank 
V. Taylor's cotn production from a clothespin, described by Bruce Elliott 
Phoenix? and MAGIC As A HonnY?, Some time after I developed this I wast 
ofa commercial effect where a folding coin was made to appear în a bulé 
dp; fhis seems abit obvious to me, but I suppose itmay nothe all that diffen 
from, say, a coin wand to a layperson. 
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CLOCKOUT 


mm Thi: itom, which as I mentioned in the introductory notes has 
‘boon manufactured by Ton Onosaka of Japan's Magic Land, 
is a very straightforward and visually interesting way of 
doing a prediction, 

EFFECT 
“You chow Aven sonal cards (plaving cad size ora bit larger): 
on each of these isa clock face, and each of ths twelve faces 
bears a different time there are no duplicates 

‘Yor: alsa show a larger card which, you explain, bears your 
prediction, and set it out on display. 

“Any spectator freely chooses one of the twelve times ind- 
cated this choion may be altered if desired—but whatever the 
final choice, when you show your prediction it fs an exact 
match! 

METHOD 
‘The twelve diferent clock facas are shown on the next pago; 
you will note that the clock faces da not bear any numbers but 
That the time, in adäitien tobeing indicated by the clock hands, 
{noted numerically below the fae. Two other points of interest 
dare the ‘knob’ which establishes tho top of the clock and the 
indication ofthe hour hand being made by a shortening of its 
iner erd (not outer) Which clearly differentiates the two hand. 

‘Your prediction card is made with a ive by-<ight-inch piece 
of white bristol board. Cover the face of the card with clear 
‘adhesive plastic (the kind sold for laminating licenses, et) 
(Over this draw a circle with central dot and twelve hour divi- 
sion lines; this is done with an erasable magic marker Put 
Another shest afcinar adhesive plastic over the first, then draw 
in the three handsand ba kaobs' as shown in the illustration 
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he prediction card is prepared in the way described so both the perma- 
nent and erasable parts of the prediction will look the same. 

As you will note, a sweep of che thumb will easily erase parts of the 
prediction cand by erasing ane ofthe hands, one ofthe knobs, and the inner 
Pid of one of the two remaining hands, you can match any one ofthe twelve 
ййетел clock faces This can be dona very easily ina few seconds as you 
talk to the spectators, 

Example: The spectator chooses eight aelock. 

‘You aun the card s0 that the arrow which points о the halfcircle knob is 
pointing up—in other words, the twelve o'clock position. 

‘With a sweep of your thumb you wipe off tha hand which is mow pointing 
to the thron o'clock position. Continuing down, your thumb erases the knob 
a whati now he bottom of the dial. Moving back up and slightly avet, your 
Thumb wipes a short section from the inner end of the eight o'clock hand (thus 
‘olablishing that as the hour hand) and vour work Is complete 

Since the spectator's selection is completely free, you can simply have the 
person remain seated (always the proferable procedure when possible) and 
POR che salection from there aa yon display the carts Done this way, You 
an teven hava to think about just how to erase the prediction to match the 
onc chosen, since you've go: üte example (o work from right thers Jie your 
hand. You simply crase the prediction unti it mualches. 

Tn chose cases when you have lo torn the prediction card around so that 
go correct end is ap, You will of course do this in as unobtrusive a manner 
as possible, 

When displaying your prediction and the spectators card, do soby holding 
‘hon at the bottom (one in each hand). Your fingers will then cover the 
шдет а (һе bottom of the spectators cant; while this is not absolutely 
Recessary, lt makes abetinrvisnal impresion. (it also prevents the spectators 
Po wondering why your prediction cari didn't have the mornbora written 
on the bottom as well) 

NOTES 
The modet designed hy Ton Onosaka uses a special prediction card anà 
market along vita nicely designed set of lockccanis. You may find it simpler 
qo obtain one of these Clockout sels rather than go to Une trouble of making 
one up yourselt. 

"The presentation may take a mamber of forms, of which perhaps the most 
obvious ie to say thal your prediction notes Ute ime of day you wore born— 
шу ап түрат time for you--and you wonder ifthe spectator will be 
Sle to get an impression of which time it was, 

‘Some of You may possess Trevor Lewis ingenious Para:-Dice Prediction? with 
a doren cards each with a pair of dice shown, where you predict the selected 





——— TREVOR LEW CLOSE Ur, pe Ab. 
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pair dice since its general presentation i near-ldentical to Clackout, bat it 
‘works by an entirely different method, it would be an ideal alternative for the 
second show of the night. 

CREDITS 
A prime inspiration for this effent wan Ned Rutledge's Time And Money; here 
lve tried ta remove some of te ambiguitics and inczease the possible choices. 
‘The deletion of parts of a prediction to match a choice is Bill Simon’, and 
oxillbe found in his MATTHITMATIGAL MAc10' Yet another approach to this meth 
odology will be found in Chaprion on page 321 
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CASHSEER 


———== his divination affect canbe presented either as telepathy or clair- 
voyance, Concerning as it does a bor of money, it wil fit nicely 
into the popular ‘psychic detective” kind of presentation. 

EFFECT 
A spectator’ attention is directed to a small wooden box on 
table; hes asked to open itand ook inside, and te'l the audience 
what he sees. “Money,” he gays. 

“There are, in fact, several rolls of bills in there, are there not?” 
you ask. The spectator confirms this, 

"Taming yourback, yom tell him chat he isto act the part ofa 
icf he can take one, wo any arall of the rollsof bills—and 
‘put them in a small plastic baggie which he thon tucks away in 
a pocket, When done he closes the box. 

"This all seems quite fair et you immediately know how 
much money he has taken, Interestingly, Uus can be amy 
amount from nothing at all to over thirty dollars 

METHOD 
What with this following on Handbook (page 496) Lam begin. 
ningtothink of myselfas the pioneer of low-tech solutions for 
this kind of affect. 553 

‘You will need a wooden box with a hinged lid; ideally this 
should have a lot of ornate fretwork around the sides, Such 
‘boxes are readily obtainable at import stores. 

With a smalt drill you make five holes through the back wall 
of the box as per the illustration on the next page. Across the 
inside back wall you affix a Tengih of half-inch white elastic 
ribbon во that it conceals tae holes from view when one aks 
into the box. 
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Suit holes hidden in design 

Above and below the ribbon between each of the holes you put flatheac 
tacks, and run a length of wire between the upper and lower tack aver the 
ribbon. This acis 26a guide and insures that the ribbon will lie flat against the 
back ofthe bor when no rolls of hills are in place, You install the elastic ribbon 
with enough tansion on it to assure thal it wil be pulled flat. 

You have five ros ofhills, 21l composed of one-dollar bills. 

‘The fist of these is one dollar—a single bil; the ether four contain two 
dollars, fourdotiars,eighe dollars and sixteen dollars. Given this istribution, 
it is passible for the spectator to select any amount of money from zero 10 
"circu dollars THe Dis are rolled green side on. 











You donot label the rolls with the amounts they contain, thus the spectator 
Will not know the total of the rolls selected until the counting is done. From 
‘the audience's point of view there may be many more rolls in the container, 
cach containing a different amount of currency. 

‘The five rolis are placed in the box in descending sequence left to right so 
that when you are looking at the box fram the rear they will be in ascending 
ondar, abit easier to oral 

When the spectator removes a rall of bils the white elastic flattens against 
the wall ofthe box, concealing the hole from his view—but ftom your view a 
‘while dot suddenly appears on the hack of cba box. Since the hole is small 
it need be no lager than an eighth ofan inch (and may be smaller depending 
on your eyesight and avos af the kind suggested has Fairly thick walls, you 


MIND 
have to be dead in line with the holes In order to gee them. The decorative 
scrollwork used! om these kinds of boxes also helps to conceal the holes 

{is not difficult at all to stand a considerable distance upstage ofthe box: 
and ‘read the dots, thus learning which rolls have been removed, 

NOTES 
The rolledau bills are secured with a piece of masking or other paper tape, 
nota subber band. The paper tape locks more ‘baniclike! and official; also, a 
rubber band might he petled off bythe elastic ribbon, 

You have the spectator put the money in a baggie before he puts it in his 
pocket, so Ihat there won't be any chance of your money getting mized up 
With hisan so that some of your money won't stay with hix, inadveztendy 
orotherwise. 

Given the simplicity ofthe box, you will appreciate that it can bê used for 
a number of different presentations: 

Poison 
Fach of five spectators chooses a vial with a colored liquid, one of which has 
heen designated as lethal You locate tho prospective victum. 

Mit Roo 
‘This variant ofthe Clue type of game uses five cardboard tubes, each of which 
‘can contain a small mode! of s weapon; application and presentation is readily 
seen, (Similar games may have suitable props ofthis Kind.) 

Essencery Perception 
Five vials of perfume—the lady selects one, returns to her seat in the audi 
cence and takes a tiny aniffof it; you instantly name it—and of course she keeps 
the perfume as your gift for assisting. 

ReMarkerable 
Five different colors of macker—the spectator sclects those needed to duplicate 
design exocly, As the designs presented are drawn with wnigue combinations 
ofthe five possibilities, knowing which markers have been taken tells you what 
design is being thought of? OF course you would also have the design cards 
and perhaps other items in the box—the speclators than regarding it as simply 
a'prap box: 

All of these effects can be done with your back surned and, il you wish, 
with a simple fake blindlald, Неге уой use the concept of Annemanns 
Mustery O The Blackboari*-a slight and momentary turn to the front ae 
you ask ifthe spectator has completed his task (afer you ate sure he has) 








’A preseniationalapproich for thie willbe found under the heating of Chromantie on 
тоге 87. 
assvaners Print MTDI, Sizes, pug 228, 
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is enough to glimpse the back of the box and get your information. This 
Action is so innocent that, in the context ofthis effect, the blindfold is not 
really necesssry—but it may add a nice visual touch and make things a bit 
‘more dramatic and interesting, 

CREDITS 
The inspiration for the basic effectis, of course, Tomy Cocinda's Money Box? 
Variants of the general methodology have been used by Len Belcher? and 
зелеп 








Sea his Tre STE To MENTAL, page 150 

"While Tam reasonably certain that the Belcher Item to which 1 refer haro—which 
involved a devefly eimmicked card stand appeared ın an ue of Abra: However, the 
precise referenca haz eluded me, despie a lengthy search of thar and several oier per 
‘sical 

Seater souscven Seousns, mg 182. 


THREESUM 


B Dave long been fascinated with the three-phase prediction—and 


in fact devoted a whole section af this book (CERBERUS, page 
47) to this ind of routine, 

As noted there, two things T didnt like about the usual 
presentation of this sort were (a) the sometimes convoluted 
Ways the predictions were marked to prove you were writing 
the prediction you were supposed to be writing ways 80 
convoluted they would often make the spectators wonder why. 
you wore going to such lengths to prove you weren't doing 
Something and thas to suspect (correctly) that it was because 
‘youwsre doing something—and (b) the selections made didn't 
seem to have any particular logic to thom, and tended to get 
Tess difficult rather than more. (Pick any number from one o. 
anion! Any ety in the entre world! Now, wh, would you choose a 
card?) 

In what follows Lhave attempted once more to correct these. 
flaws 

EFFECT 
The effect actually begins before t begins.. 

„just prior to this you've done a card divination, in the 
course of which three spectators have chosen cards from a pack 
While yourback was turned, You have, with eppropciats bist 
onies, divined the selections —not the most difficult thing in he 
‘world, since you used a tasee-kind force deck 

Now you offer to try an experiment in prophecy, since cards 
havebeen used you will kep to the gaming theme, You display 
a Bingo-type card. 



































The epettrs hana he pen and r 
ыле нне [ЗОО] 
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down something as you rest it on a 
small cliphoard. You then drap the 
card, back ош, into a glass. “Al 
she does so 
10 this spectator and say you will make 7 5 75 10 
numbers on (he Bingo cand. 0 
third spectator; as before, the card is dropped mto the glass 
telling Spectator Three that you now 
want her to circle anyother number on 

She does this, and repeats the pre- 
that there are hundreds of possible 

Needless to say, when the three play- 
their three randam choices. 2 
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METHOD 
Ws you soa, without eyer helahoring the point at al you have provided very 
ear proof that you are writing cach spectator prediction when you appear 
ре. the playing cards being fully as unique as anything with colored 
Sarkers otc. could possibly bo. 

ot of nurse they aren't; not quite. You have a duplicate of one of the 
side and while the ether tre cards may be free choices this one must be 
BRST go why not farce all three (or the prior effect and be done with НУ). 
Tis duplicata matches the «ard of the spectator who will make the third 
nE. RE the outset the duplicate rests on the face of the clipboard you use 
a iting surface, and is kept turned away from the audiener; it may, for 
seda ofconvenience, be secutedby the dip itself until you need it, at which 
diat yon move den to the center ofthe board and hold tby thumb prox- 
о лоха that tho board Iuse for this is a small one, abont four inches 
Sy six, anything larger would be cambersome, 

{ih performance you take the first spectators selected card and slide it 
det the hidden ene (both cards, of course, have faces toward you. You 
rie the force total (of which more later) on the duplicate of Spectalor 
“fee's cand nd then drop iin the glass. The first spectator row circles 
a letter on the Bingo card. 

“king the second spectators selected card, you slide iè under the first 
epectatnr still-hidden car, thon write on Spectator One's ead her selected 
шот, ths card is dropped in the glass tojoin tho fice 

Tin like manner Three's card is taken and slid under Two's, and on Two! 
card his selected umber is written; it jolns the other two. 

"The clipboard is put away, along with the concealed duplicate af Thres's 
саз}. The spectator circles her numbers, crosses out the others and 
Together you otal them; then the thzec prophecies are dumped out and 
shown to be correct. 

АП that remains tobe explained is the force procedure, 

‘The Bingo card used i Ñtasteated on the facing page. You can make up a 
ice er claklooking version ofi with presrzon type and numbers (you could, 
чп fact tate a regular Bingo card, white out the mumbers and put in these, 
using peesstype), and then have t duplicated on cand stock 

‘Given this ayout-and cho procedure described the total will always be 
ier five, no matier what numbers ate circled by Spectators Two and Three. 

"This ia Mel Stovera Irriisüble Force, which originally appeared ia не 
Ni Phoenix? Set up as though a legitimate Bingo card, it looks entirely 
cient, and the sequence of three selections of progressively greater 
difficulty appears quite logical. 

"That's really all there is to it 











‘Wie. 146 Jen. 10,1957 page 17 
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NOTES 
Ta the Stover source mentioned above he shows you how to design a squa 
to force any number, which might come in handy if, for example, your ne 
slfect required rhe forcing of a particular book page. You could uso Spectat 
‘Three forthe effect along with her seely-chosen (7) number. 
As you will note, tha above way of handling tho cards is reminiscent | 
riposte on page 59, which brings us to the 
CREDITS 
"The prediction handling is based om chat in Peter Warlock s Caught Thought! 
‘the number force, as indicated, is Mel Stover’. (You might also want to take 
look at Force Majeur in Phil Goldstein's DOTI) 
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TRIVARIGTIONS 


MER js the tile suggests, here ate tree variations on well-known 

‘pieces of mertalism that you may find useful. 
STABALLOON 
Most of yon willbe aware ofthe prediction, sold and deseribed 
under various names, where a folded billet is seen within an 
inflated balloon. In the usual routine the balloon ls put into an 
improvised beg formod from a lazge handkorchiaf and burst, 
whereupon the billet is retrieved and checked... 
acmally the visible ‘billet in the balloon is a piece torn, 

from another balloon, folded and pressed to a billet-shaps, 
‘When te balloon is burst it blonds in with she other pieces, 
and thebillet beating your prediction—which you have secretly 
leaded into the handkorchiefbag—is revealed, 

‘Simple enough but | have come up with something even 
simpler (seme may say simple-minded). You do not mess about 
wilh the handkerchief, she secret Toad and so forth. Instead, 
you simply have the spectator toss the balloon in your general 
Girection and you burst it 

with a Dr. Jaks-(ype Letter Opener which ejects your 
prediction billet from the tip. The billet falls to the ground 
Жоп with the various fragments of balloon and Is picked 
‘up by the spectator. 

‘When the bursting takes place this spectator isthe only one. 
who evan has a chance of seeing anything (even if there's 
anything to see) and she most likely is going to blink at the 
crucial moment. 

Nate: A Sackville-type Billet Knife, where the billet is 
ejected from the side, won't work lor this—use the Jaks model 
Where the bilist comes from the tip. 





562 


MIND, MYTH & MAGICK 


witout 
Nest of ou witb anlar with heNonman Ashworth fr our yet 
whore the words THE NAME OP THE CARD iar eed fom aa hot 
dome of ie eer vrata pall vt TEN OF EASES 

My thought ere 1t us i not a 2 ga zevelatlon tara ost, 
mein the cemale marker дапа панаа prepared E 
"roe of clear areas dated 
In cto er (ne original message 
wool eu TH NAME OF TH CARD 
13 THE SIX OF DIAMONDS; placed THE NAME. 
dave on the tate the prediction can 


F 
could simply be turned over to reveal | THE CARD I$ THE SIX 








this message or slid across the abeclth OF 
for the spectator ta look аһ ап айол 
which would remove al but the letters DIAMONDS 


which spelled TEN OF HEARIS. (Ifyou 
fee] a need to explain the uneven spac- 
ing ofthe letters in this mossace. oredit 








i to automatic writing or channeling) LEN 
For a stand-up or platform sitvation a OF 
slothbacked ease! could be used in | HE AR Т 5 


much tc same way, or yos could even. 
surropritiousty wipe it on your clothes 
(not recommended, particularly if the 
prediction is in black and you're wear- 
inga Palm Beach suit) 

‘This same two-out methodology can be used in what I will readily admit is 
a mach more straightforward way by employing a concept of the Scalberts 
Which you will find on page 26 oftheir croellent SCALBERT'S SELECTED SPCETS, 
here they show how you can, by crasure, chango the BIGHT OF HEARTS into 
the SIX OF GLUBS—and they give suggestions for still mare changes that can 
bbe well used with the approach here described. 

(NOTE 1993; The above notion was originally published well before Teno 
Co. marketed their Ghostwriter, which has a vague similarity in method) 


SELLERBRITY 


‘A major problem with many book tests is their lack afany kind of visual appeal 
Hore is @ presentational approach (or a vary old method that you may find 
useful. 














нут опън he detalls you wilt Rnd itin rasa Pracicau Mesras Erect, 


Tass 150. 





EFFECT 
‘You show your prediction, which may be anything from anine-by-twelve-inch 
envelope to a nine-hy-twelvedeat board. 

‘A spectator having been invited to partake in the festivities, she is handed 
ıa magazine. This is, in fact, a puzzle magazine ofthe Find-A-Word kind where 
the pages each have large squares of letter, and the problem for the puzzler 
is to find particular words in the horizontal, vertical or diagonal rows. 

You tell the spectator you are gaing to have her select a random group of 
letters by looping them with a pencil. her yon demonstrate —but she is © 
do this looping with the magazine held behind her back, 

‘She does ag instructed, and you thank her for her help. 

‘You then take the magazine over to the spectator guarding (or standing 
‘beside’ the prediction and ask them to look through the magazine until they 
nû the marked page anû hen read off the looped letters (if'any). The spectator 
locates the page and reade off ‘SN.AVE-AD.NUL’ You are momentarily 
monplused but it ther cccurs to you to have him read off the letters in the 
‘opposite direction 

He dues so—and then yeu turn around your prediction to show a Keyoilo 
clear picture cf LINDA EVANS. 

METHOD 
is Tom Sellers", and consists of a pencil that does not write and a page 
previously marked with a loop appropriate ta the force. Tho usual way these 
Gays is to use a Chromatic™ tworbarrel pen, one barre) of which has been 
writton dry, a that the pen can write, or not, as you choose. 

‘These Find-A-Word puzzle magazines are readily available, and nearly 
all have at least one ‘celebrity-name’ puzzle. Do pick a celebrity most. 
people will recognize (even then play it safe and caption the photo; nearly 
everyone knows what Liza Minelli looks ike, but Annie Lennox never looks 
the same way twice). 

Do not have the spectator who made the marking loop look through and. 
find it; she may recall what size loop she made, or roughly where in the 
magazine it was. 

This presentation, I you'l find, hasa nice visual finish that will play 
in highly satisfactory fashion. 

CREDITS 
A Chromatic pen was first employed with the Sellers idea in Predict-O, 2 
marketed effect by Harry Lorayne. 


Tom sellere Now Act Boor Trst, released as No. 9 ofthe Thayer Trick OF The Month 
Utib, seroma series (March 1593) 
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CROSS-REFERENCE 
ThrecSum: see Triposte—page 59 
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[1984] 


Recexniy Tiana conversation with ons of my regular readers and he made 
the comment that, while he liked the effects quite a bit, he found my intro- 
duction selfindulgent to some degree. This surprised me on two coumti— 
fist, Ve always thought ny introductions were auremalyseltindalgent-and 
second, I didn't know that anyone ever read them. 

Be that as it may, I shall attempt ta mend my ways here by actually dis- 
cussing the subject of this section, Le., mediumisti and spirit effects, 

Tow of some montalista who will nover do offeets ofthis kind, ar even 
‘those with a psychokinctic presentation; they fecl that when you do 
something that has a physical effect you ace overstepping the bounds of 
heliovability, and that if people perceive the spirit/PK effect as a trick thay 
will extend that and assume that everything else in the act is also faked. 

Given the premise 1 will accept the conclusion—but I am not at all sure 
that the premise is correct. On a theoretical Teve] I would Find it difficult to 
believe that anyone would accept the linking of Finger rings as anything but 
a trick-but in actual practice that docs nol seem to be the case. As Llave 
mentioned before, sevoral people who have seen Kreskin do the ing effect 
have accepted it as 2 genuine PK phenomenon. Moreover, in the recent 
Benassi Singer series of experiments where a performer was presented varie 
‘ously toa class as a real psychic—as a possible psychic—and as a complete 
Тако, even in the later case, when the students were ald the performer was 
a fike, well over fifty percent of hem self believed his [eats with includes 
metal bending were real 

Itis clearly ifiov to overestimate the willingness oFlaypersons to accept 
these kinds of phenomena as germine. 

Given that most of us have scen fairly inept performers convince people. 
that genuine psychic work was being done, it follows thatan even moderately 
wcll performed feat along this Jine willbe convincing to just about everyone. 
Certainly the bulk o Uri Geller's reputation has been built on PK eifects— 
and it is an index of the appeal of such things that in spite of countless 
exposures that purport to reveal his methods, hr sas effective as ever Only 
afew weeks ago (1884), on a San Francisco TV show, he did the spoon and 
mail bending as usual, and indications were that over ninety percent of the 
aucience believed sehat thoy wore seeing was tho real thing. 
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One point common to Geller and Kreskin is instructive—they do not 
perform these effects casually. They make it seem like what they're doing is 
important, is special. The effects do not occur at the convenience and behest 
of the audience—they take a itl time—as indeed would be the ease if the 
effects were real, That, at any rate, is how the audience perceives It. 

Setting of cours, has a great deal to do with how a performance is porceived 
A presentation that might play as real at a college date might simply play 
boringly ata nightclub because If you're at a college you could be primarily 
seonasa lecturerdemonstrator exhibiting the strange and ercatic powora yo 
‘possess, but #f you're working a nightclub which provides floorshow enter- 
tainment then you're a foor-show entertainer first, and whatever else you 
‘ight or might not be is a secondary consideration 

1t is, in fact, the ignorance of so many mentalis as to this elementary. 
distinction that accounts for the relative rarity of mentalists as nightclub 
performers, They go in and do exactly the Same sort of show in a nightclub as 
‘they would do fora college or organization, and it dies the death, 

It may seem that Iam wandering a bit afield here, but chat is not really 
the case. What [am trying to say is that in mentalism more than in most 
fields (inclading magic), where you perform has a direct bearing on what 
You porform—and this is particularly true in the category of effects 
facscribed an tus book, 

Obviously you're not going to do the Dancing Handkerchief ata séance, any 
more than you're going to wait several minutes for a few spirit raps in the 
middle ofa floor show. Not all determinations are as simple as this, however 

Tt would he foolish of me te attempt to set down any hard-and-fast guide- 
lines for making these kinds of choices, There i, however, a way of thinklng 
about effects that you may find useful in making such decisions. 

‘You use a musical analogy which is to say, you find the rhythm, the pace 
at which the effect to be considered plays most strongly. This might be 
Sprightly, as in the case af the back-and-forth ofa spirit bell routine, or it right 
be stately, as with the lang held moment before the block fills over, 

This done, compare it with the rhythms of the other effects you've found 
work best for the performance venus in mind, and sce how i. fis in. Bear in 
‘mind tha in any competent symphonic work there will be variations in tempo 
and mood—but that, taken asa whole, it moves steadily forward to a fitting 
conclusion, 

Tn doing this you have to be merciless on yourself, which means that it 
doesn't matter how good an affect is if it doesn't really fit Into the act, 1 
tave at east a dozen absolute miracles that I have yet to perform în public 
simply because I've Deen thua far unable to ind the right performance 
context for ther. 

You may be able to use the ‘musical’ approach desceibed, ot you may have 
to find another guide. Do bear in mind, however, that it really doesn't matter 
how great auu effect may be, i£ it isn't the right effect, 





риот 

Tn what follows 1 will make specific suggestions as to the performance 
siciation T feel is best suited to the piece at hand; certainly these ave only 
suggestions, not strictures—but they are not given without considerable 
thought, so it would please me if you'd give them some mulling over. 

‘Now that wasn't oo soltindugens, was i? 

неро... 
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ать ringing ofa bell, presumably by discarnate entities, is one of 
the oldest spirit effects known, It is oldez even, than spiri- 
tualism, throughout most of history bells have been known to 
have an affinity for the supernatural, The sound of a bell as à 
sign af death, or of rho advent of a ghost, is a staple of legend 
ard literature. 

‘Simulating this phenomenon has been of interest to profes: 
sional degetvere nfl stripes for more than a century, Joseph 
Hartz employed a erystal bell which would zing when sus- 
pended from two cords or while en the end of a wand? Since 
his day many other methods have been devised, ranging from 
threads to trained birds to electronics, Here is yet another 
approach to the problem, with a hypothetical example of how 
it might be used. 

EFFECT 
You've had a spectator selecta Tarot cand, which she retains. 
Returning to tbe lage you open à wooden os, and from it you 
extract an ocdinazyeoppearing desk ll. n facit i ordinary, 
and may he examined. 

tis placed on the table and a cut glass bow is inverted over 
Tt, sealing it complete. Yon do whatever is necessary to Invoke 
‘He spirit or other assisting power, and then ask ifthe spirits | $77 
present. The bell rings in epis. 

You walk over to the spectator who has the Tarot card and 
‘ak her if she is concentrating on it. Recoiving ansent, you ask 
‘the spirit fit has an impression of her thought. The bell rings 
onoo. “fa fhe card of the Greater Arcana Silence. "Les, then 
Coins? Swords?” At this the bell rings twice, then after the 
rietest of pauses ore more time. 
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брют 
seem tobe ablo to produce a convineing tone; also, the larger the barrel i he 
Seager will be the pauses, of which more late 

"To prepare the gimmick takes some preliminary experimentation. Yeu. 
should have two or three prospective "visible bells of different notes avail- 
able when yon do this testing, as it will increase your chances of getting a 
‘lose match 

For the test you unscrew the fork (the metal piece with the tines that are 
pineked asthe barrel revolves) and then screw it back down facing away from 
e barrel. It has to bo refastened in this way so that it will retain the same 
tone forthe testas when it is în its proper position. (Technical point: the twe 
screws which hold the fork are usually not in ine, so when yon do is reori 
station the fork vrl stick eut at an odd angle. Don't worry about it; dis is 
Just for testing purposes.) 

Ring one of yaur test belle and then, with any fine-pointed object, pluck 
se tines of the fork until you find the matching note. Test the other bells to 
Sind the one with the best match of sound. Do remember, in doing this, that 
the note has to match but not the fone—since what the audience is presumably 
hearing is the sound of the covered bell and there's no way the visible bell can 
be covered and then tested. If, therefore, the note from the fork sounds tinny 
în comparison to the visible bel, this s mo cause for concern. 

‘Your troubles are not quite over as yet; now you have to find out if you've 
located a usable note which bringe us to the pauses. 

Mark your chosen tine with a spot of ink and then fx the fork back into its 
‘proper position and let the music-box play. 

‘As it does, observe the tine carefully, and note down the pattern of the 
plucking of this note as the musicbox goes through a cycle. A stopwatch, 
pencil and paper are useful here, as isthe assistance of a friend, 

ın fıct—as T Indicated above in the Joseiiy story itis not ofer you wil 
Bad a pattern that is totally unusable, The one requirement here is that at 
some point in the ¢yle~and preferably twica—there should be a space of at 
Teast fev seconds in which the tine is not plucked. 

“This locating of the proper tine and noting down ofthe pattern isthe most 
time-consuming part of the preparation. 

Once you've donc it all you have to do is keep all the other tines from 
sounding, and this is accomplished simply by bending them up out of line 
slightly with the aid of the pliers, 

In doing this, dort bend them any farther than you have to, înce you don't 
want to distort (e working tine. Also, bo sare that this procese doesn't press 
tro adjacent tines together; if it does it will create a fuzzy sound and you will 
have to locate and scpatate them. 

Alternatively you can simply cut them away with tin snips; care is required 
кодо бїз without cutting or damaging the remaining tine. (Note: An alternative 
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approach to this preparation isto cutaway all the oner projections on tie barrel; 
this iy however a more dient tao neatly) 

‘This done, you're about ready. You have only to attach the masi-box 
movement the inside ofthe weodem bor that wl cary the ihe ball 
Selecting sor Findone where chebotom of üt bore (locato 
the surface on wich te box rest wil proce a eterne 

Mostof ese musiebor morements have a spinning fywhee setup, with 
apices of wire that can be adjusted 1o парада е пуна аа ope Ке. 
‘you tea rea around ce barret andl then artach s other ond othe toriai 
viro kl renes linadon whereas the 
Tox plays sly takes up the thread 
аот slope asl! Exper 
manera wl allow you slop thee fs 
efine movement just whero you wantte— kone to 
and tial since it means that you. epre 
dan have torus back ia he nge to tuen. 
thebellaiP when the routine conc, 

n setting the bell far the routine, yon et cycle to pont just before one 
ofthe longer pauses boten inge Ts loy you aset the mechanics 
molstie жене мей яну auta Ma ШЕ ОН ӨМЕТ ЫЙ 
ist ne 

Obviously 1 cannot outline a specific routine shes баг не тГЪе десгийвед. 
bythe panern ofthe rings that au end up using Tray be im at data 
üsetotry evoer dyes maovenents wit dienen meledier ban You hod 
пез he right ote into right par. Give che stent eel 
Risk ici worth Just a Titla bis af subies 

Yaar best source Pr the miie ba movement is kely to he a floa market 
‘or garage saler th one Ise was unearthed in a second Pand store and cost 
meal ora buek 
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NOTES 

‘As the routine willbe to some degree predetermined by the noto-pattern, ao 
Will the presentation be influenced by the kind of visible bell used. Is a 
desk betl it could be haunted by the spirit ofa customer who died of apoplexy 
‘hile waiting for service that never came...or pethaps lt is from the front 
desk of the Overlook Hotel. A brass bell from India could have belonged to 
the mystic whose dicla you were, and who stil assists you from his exalted 
Plane. A sleigh bell could... o, no, better net explore (at one. 

| should stzess that the gimmick should be sereseed down fighfly to the floor 
‘of the wooden box; not glued. You want the box to act a¢ a sounding, board. 
Along the same lines, it is better ifthe box sits on a bare lable, rather than a 
cloth-cavcred one. The boxs Tid is lef open, it top facing to hè madience, 
Standing straight up; this both diffuses the tono and acesas a visual backdrop 


брют. 
{or the visible bell, Do experiment with the various permutations of these 
suggestions to find the one that creates for your particular bell the most 
convincing aural illusion, 

Given the particular requirements of the routine here—the bell will ring 
several times— don't think this will play asa heavy: very serious phenom- 
enon. This doesn't mean you can't present it as gemuine—you might simply 
take the approach that this is business as usual for you, here's this invisible 
entity who apparently doesn’t have anything better to de than tell you what 
‘Tarot card someone's thinking about. The mood is Kind of like Bill Murray's 
bland acceptance of demonic forces in Crtosrzusress -of course if you can 
carry this off in anything like the way Murray does, you may be in te wrong, 
ranch of show business! 
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PALIMPTEST 


Sami Yat follows is not an effect or a mothod—it is a presentational 


‘angle, a 'eonvincer to be used in the context of a slate-writing 
лошата, Аз such, it can be effectively employed in just about 
anything along these lines, fram a stage presentation such as 
‘The Paychic Coercion Of The Interrupted Schoolboy (page 41) to 
aserious seance-room experiment 

A preblam in such zoutinee ia to got tho audionoe to believe 
that the writing which appears on tho slate i actually written 
in the course of the effect, and nor that itis writing done earlier 
which you somehow must have concealed. This can in part be 
helped by a good forceobvîously you could not have written 
something on the slate beforehand if you did not know what 
the choice was going tobe—and another approach to this has 
been the use of a hidden assistant who could prepare the 
message after the information was known. 

Jere, however, we're going to make use of a psychological 
subtlety; IL ls something to which you do not draw attention, 
but which registers all the same. 

“The concept is this- 

Prior to he routine in which the message appears, you use 
the slate in another effec, At he outset ofthis effect the slate 
is spotlessly clean, having been washed with water 

‘The effect is, for example, a book test; the spectator has 
peeked at a werd and is concentrating on it. After the appro- 
priate dramatics you pick up the slate and write the word; the 
Speotator announces his thought and you turn around the slate 
to show that you've correcly divinad the word. 

You set the slate aside at the conclusion of the effect and 
apparently forget ahont it. 


Severe 

Presently after one or swo intermediate effects—you begin your presen- 
"ation regatding psychogrephy, Le, the writing of messages by spirit 

You pick up the slate and notice thatthe word ftom the divination effect is 
sll on it taking a cloth, you wipe the slate clean. 

Howeder—# this is done with a dry cloth, traces of the chalk will remain, 
and the word will si be clearly visible. 

You ask for a spectators initials and write them on the other side of the 
slate, which is then sct on display or sealed in an envelope—whatever is 

required by the effect. OF 

course when the slate is ex: 
amined the spirit message has 
appeared on the "blank side 
‘nut and here's the point ofall, 
ofthis~tho previously erased 
Word ia still visible as ıt was at 
the start of the effect, proof 
that the words of the spirit 
message appeared on shat 
specific surface. 





As you have doubtless deduced, to prepare for this you wash tho slate and, 
after it dries, writs the word tobe forced in the divination effect. This word. 
is then erased with a dry cloth and the spirit message written. In doing 
this the words should be so spaced that the remains of the erased foros 
sword are clearly visible, 

A slate flap is placed over the message, and all is ready: 

The original divination can, ofcourse, bc anything you can force—card, date, 
‘whatever—here we'l assume that i the rifle force ofa book page from which 
the spectator notes the frst word, 

In divining the word you write it on the Пар, matching as closely as possible 
the way you wrote iton the slate proper. At the conclusion of this effect, al is 
ready forthe slaro-writing effect. 

tm that routine you write the spactators initials on the side ofthe slate not 
covered by the flap. In putting the slate an display the flap is disposed of as 
per the requirements of your routine, 

and it remains only to show the appearance of tha message, 

A8 you will appreciate, this angle can be usedin just about any slato writing 
routine of method. Note also that it can be used ia multiple routines ih 
the Massey Duplex Slate your divination effect might be of two items, say a 
‘word and a page number (both forced). Each would be written on one side of 
the Massey slate. Later the slate would be cleaned on both sides and dropped 
into the envelope, and when messages appeared on both sides traces of the 
original writing would be seen. 
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Another approach ta this woule be sn conjunction with an effect euch as 
Peter Warlock's The Schoothag® Here the force word is writen and erased on. 
both slate wut flap; on the fap, additionally, you write the message that appears 
‘on the slate proper and then erase it also. Then the messages are written in. 
Tn tho course of the routine, when the first message appears, you erase after 
the audience has seen it—then, when the second message appears, the specta- 
tors sce not only iaces of the word from the earliar divination effect but also 
ofthe just-erased first message. Itthus seems an inescapable conclusion that 
these messages are really appearing one afer the other on the same surface. 

It may be thought that J have spent a lot of time and verbiage on what is 
just a touch but sometimes i's the touchas that mak all the difference. 

+ 

NOTE 1993: This general principle can bo applicd to ather effects as well. Let's 
suppose, for example, that you've written a prediction on a scrap of paper and. 
then executed the necessary force to conclude the effect. Saying you will iry 
something further, you erase the writing and write something else, then drop 
ping the paper into a container. This second prediction also proves to be 
correct... 

because you have a billet index, in each compartment of which is 
ditiecent prediction апа sach ol Lese papers fus zd the Jorze word unten 
on it and then erased. 

"This application of the principle will sell the idea that no switch could 
ave taken place. 

‘Asan alierativoto erasure yor could simply erass the word out—this action 
having of course been duplicated on your indexed billets. 

Please note that this procedure only makos sensa ifthe scrap of paperused 
for the prediction is apparently the only piece of paper you have—if you're 
working with a pad aF papes re-using one sheet instead ofa fresh one is going 
to make you seem cheap at best and peculiar at worst. 
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TRAYF 


SS among the prized possessions in the collections of many 
mentalists is the Thayer Rapping Hand Board. This board 
(Sometimes built as three boards held tagctharby crosspieces) 
‘Was invented over By years ago, and is quite ingenious in 
operation. Pressure on a screw set inte the underside of the 
board causes a pin to rise out of is upper surface, and the 
movement of tls pl causes Lad or ck т гар. 

‘The tray to be described also uses the concept of some- 
thing rising from the center ofits surface to accomplish the 
various effects—but it is entirely new in appearance, 
operation and principle. 

In appearance itis simply a glass tay im a wooden frame; it 
is freely exhibited. Yet when, for example, a small carved hand 
is placed in the very conter ofthe clear surface, it wil tit down 
to rap, Your hands do not appear to move at ali as you hold the 
tray, and it can be worked under close observation. 

Lets first take a look at the construction of the tray which 
is quite simple—and then discuss what can he done with i 

First ofall, the surface ofthe tray is Lucite not of glass, This 
fs fortwo reasons the frst that itis ranch less likely to break 
antî fhe second is that it will take glue better: The Lucite is about | 579 
an eighth of an inch thick, 

‘The size ofthe tay should be about twelve incheaby ciehtson 
Inches—if, as 1 did, you adapt a picture frame, it should be of 
roughly this rize, Two other ways to create this frame are to 
construct from the channeled wood molding (used for shel 
edging) avalable in прес ара do-it-yourself stores—or to 
‘build it up from strips of wood (onê narrow strip inset on ane 
side from a sandwich of somewhat wider strips) 
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ATL iC really ie, of course, is a frame for the Lucite that is reasonably tray- 
ike in appearance. Yon may, infa, actually find a clear tray with solid frame 
that has the one special requirement you'll need to gaff it. 

‘The requirement js hardly a tough omo: rho inner edges ofthe frame cover 
atleast a quarterinch oftha outor edges ofthe Lucite atthe sides. There should 
be some overlap along the ends but it can be very little. The Lucite should be 
abit Joose in the frame, in the sense that it should be a bit thinner than the 
channel ies in. 

Such a tray built or located, you need only three other things: 

ө А uory charp razorcutting-edge knife X-Acto" etc) 
A tuba of dear epoxy glue. 
‘¢A thin shoot of clear acetate, the same size as your piece of Lucite 

‘For the sake of description we will assume that your pieoe of Lucite is exactly 
meclve by eightcen inches, im the acetate to a size of 176 Inches by 171 
inches. this has been done correctly, ifthe acetate is put on top ofthe Lucite 
and both are placed inthe frame, the acotate shouldbe able to move back and 
forth half an inch without any af ta edges being exposed. 

‘This tested, remove the acetate from the frame and in ils coner cut a. 


‘tongue’ as indicated in the illustration, ‘The sharver and thinner the blade. 
the less 








Tongue glued to Tacito 
"only t ti point 





Borders of frame 
Now comes the important part, The acetate ls replaced in the ray and sid 
so that dhe edge shown as A is flush against the inside of the frame (in other 
Words, it can move no farther in the direction indicated by the arrow). 

Keeping itin this position, glue the tongue only, and only athe point marked 
X, to the Lucite. Use as litile glue as possible; if you can find a clear super- 
gluc, only a tiny dot is needed. No more than an eighth of an inch at the end 
of the tongue should be glued. 


IL all this has been done correcly— 
and though ite abit complex to explain 
itis very aaay to do you will find Ghat 
when you slide the acetate shat (ay the 
pressure of your thumbs at tho sido of 
the ray as you hold i), the tongue wil 
duck apud s shown in the detail at 
the lef. You wil also note that it takes 
very litle movement to accomplish this. 
(Note: the est ime you try it you may have to insert the knife blade 
carefully under the tongue to bend it a litle and thus ‘teach’ after that 
it won't be necessary.) 

So thats how its made, and that's how you operate it Iithasbeen carefully 
done the tongue willbe invisible to bue Ве closest visual inspection -and 
Sehen itisthat close the hand, skull or whatever is siting on top of ¢ and wil 
render detection jos abit dificil! Since û transparent sheet moving on a 
transparent base is forall practical purposes invisble, yo need have no 
‘worries on that score 

‘Basically what you've got here, as with the Thayer Board, is something 
tnar gives an object an wpwara puun, 39 All the props must ve designed with 
that in mind. 

The Hand 
The usual rapping hand—so balanced that the fingers rest somewhat above 
the tray surface as the hand rests on the wrist. Actuation ofthe tongue pushes 
троп the Wrist anû causes the hand to tlt forward and tap. 

The Skull 
‘This can be of two kinds—one set with its javes 
slighlly open; here the skull proper (lls forward, 
causing the teeth to click the other with a brond 
metal band running from the back ofthe skull to 
justunder the jaw, so the skal stanésuprighton 
the band and can rack forward to rap with the 
point ofits jar 

"The Spirit Buzzer 
“Thisis usually a simple circuit mounted ona sma board; it consists of butor 
site, barey and buzzer The button-witch is actuated by pressure from 
above on the buton itself but iit hasbeen mounted over a hole (ostensibly 
So is underside can be inspected and seen to be ordinary), the tongue сап. 
zise up from the tray and close the circuit by pressure froma below. 

(Note: T mention thia item for completeness, but you should probably not 
vse anything involving an electrical devion, as spectators may suspect elec- 
tonic gimmickey.) 
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The Spirit Bell 
This can be an electric bell, operated like the Buzzer (but see note above), or 
ican be amamaal bil. In the latter case experimentation wll indicate how 
the clapper of the bell can be moved by the tongue, Used in this manner it 
‘could be an interesting adjunct to Bellsamo, 
The Shoe 
[mn this lovely presentational notion of William W. Larsen, Sr, the concept is 
that you have the dancing shar ofa sweet young thing who died of love, and 
Who naw will answer questions (for lovers, of course) by a tap of her shoe. 

Ifyou use this, it ooun to me that you coulā find an appropriate old picture 
or painting ofa dancer, and the tray could serve asa picture frame. You remove 
the piciure—after all, you don't want little Carlotta dancing en her own facet— 
‘and procaed with the routine, 

‘There ate, infact, many effects wher» some sort oF remote control device 
is required. 

For example: 

The Alarm Clock 
Fora prediction effoc, this isa special clock from which the escapement has 
been removed, and a small rod attached and led down through a hole in the 
‘bottom of the clock easing, Such a clock sts innocently on the tray, back to 
the audience, and as yon pick up the tray you cause the hands to spin around 
and stop at any designated time without any need о touch ihe clock itself. The 
necessary action could be completed in the time it takes you to leave the stage 
and walk dawn to the spectator (of course you finish the action before the face 
of the clock is visible to anyone in the audience}. 
4 
Ihave little doubt that you wil Bind enough uses for Tuto make it well worth 
{he small cost and minimal effort required to construct, 
NOTES 
Аз a construction variant you might wish to switch the dimensions of the 
acetate sheet and the Luciteso that it js the Lucile slid by your fingers 
underneath the tray. Your choice will depend on which handling seems more 
comfortable and natural to you. 

The acetate mast be kept clean. Normally a slight spot or blemish might 
‘be forgivable, but if people see the blemish moving—I trust you get the 
poine Iedocsn't matterif the underside of the Lucite gets scratched, except 
for sake of appearance (unless you use the construction variant just 
mentioned, in which the Lucite moves). There will come a point, however, 
When both Lucite and acetate sheet have to be replaced, since they 
pick up scratches aver time. Both are cheap; err on the side of caution 
deciding when to remake the tray, 








sevar 
‘You cam use plate glass instead of Lucite in making the tray but T do not 
recommend it or the reasons given and one other, which is that fel weigh a 
don--orat least seem lke it after you've been holding tout in front of you for 
afew minutes, Its up to you just haw much you want to suffer for your art 
‘Do make a point of holding the tray rock steady during these routines; you 
don't wantsomeone to think that your supernatural wondensare accomplished 
Jast by tilting the tray. 
‘Would that t were that simple. 
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SSE This close-up presentation has several interesting poinis about it 
End should, 1 think, be given a very serious approach, 
EFFECT 
You place on the table an object wrapped in a silken foulard. 
Drawing the cloth aside, you reveal the object to be packe of 
"arotcands; he querent is invited to pick them up and mix them 
thoroughly. As she does this ymi print nn hori clie ay tho 
cards become imbued with her psychometria vibrations, and 
that no one else isto touch them. (This subtly paints out be it 
noted, that you do not touch them.) 

The mixing completed, the querentis invited to aut offabout 
alf the cans and place them on the handkerchief (lo isolate 
them from the vibrations af the table), The querent now 
Temoves the top card of those remaining in her hand, notes it 
and at your direction places icon top of the tabled canis, The 
remainder ofthe pack is now placed on top ofthe chosen card. 

Atthis point the cloth may bedravn over the pack—or it may 
remain uncovered, as you choose, 

Presentations may vary, but the essential point nov is that 
there be along moment when nothing atall happons- yon hac 
‘not indicated that anything vil happen—and then, suddenly, 

584 the pack cuts self! On inspection às top card of ho over hal 
proves tobe the querones card. 

‘The pack is without preparation and may immediately be 
sed for a reading or other purpose. Nothing hasbeen attached 
to itat any time. 

METHOD 
‘There have been many versions of this kind of effect; T do 
think that the handling and approach here described is far 
more practical then iust. 


руат. 

‘The way you find the card—and part f the reason for its motion is the 
venerable salt location. Here, however we'll just use Ute spirit of the idea 
instead of salt we use aquarium sand ofthe fine-grain grade. Why aquarium. 
sand? Because it can be purchased in a namber of different colors—and we 
naturally pick a color that will match the backs of the cards we're using. 

A pinch of this sand is taken from the pocket as the spectator mixes the 
cards itis held between the thumb and second Anger When she has finished 
mixing the cards you tell her to cot of bant half and place them штете 
you indicate the proper spot on the handkerchief by pointing with the hand 
that holds the sand, but you don't release any yet. The spectator ìs instructed 
to look atthe top card ofthe half pack she holds and to ‘place it on op ofthese 
cards’—again tho gesture and again no sand. Finally you tell her to ‘put tte 
‘est ofthe cards on top ofthese" and in making the gesture this time you release 
the grains of sand onto the tabled cards. Now, given the impetus, the cards 
will divide at the selected one, 

How do you provide that impetus? 

There are two ways. The firsts to use what has come to be known as a 
Glorpy gimmick, This is a handkerchief which has been prepared with a 
piece of hent wire in its hem во that some pressure exerted on one sec- 
tion of the folded nanakerchief as it rests on the table wil cause another 
part of it to rise up. 

You will zealize that the pack is placed down on tha hanäkerchief, at your 
gesture, in the proper spot just above the bent wire, Given that simation, your 
‘hands can now rest on the cloth, clearly not touching the pack—and actuating 
‘the Wire gimmick briefly will cause the pack to lt long enough forthe upper 
заг (alded by the sand) to slide off 

should warn you that while some Glorpy-type gimmicks are strong enough 
to do this, others particularly if you are using a Tarot pack—aren't. You will 
‘have ta test» fnd a satisfactory model; alternatively you can replace the wire. 
in the cloth as provided with one of a heavier gauge 

if neither of these courses is satisfactory to you, use the second way: 

This isthe everbeloved palpitator novelty Plato-Lifter gimmick. For those 
{ew who have never spent the proper amount of time In novelty shops, the 
palpitator is simply a (nn rubber tube with a small inflatable bulb at one end 
and a squceze-bulb at the other 

"There are two approaches to the use of thia gimmick 

‘The first approach is to have it set up «o the gimmick is under the table- 
loth on which you place the cloth-wrapped deck; the second Is to use a 
handkerchief of double thickness with the palpitator sewn inside for part 
of ts length. 

In either case the end with the squeeze-bulb is in your lap, and at the 
beginning of the proceedings you place it between your ues. 
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Ietherofam fellows that with the pack sitting on top ofthe inflatable bulb, it 
takes only a squeeze of the knees to bring about a miracle, 

- you use the palpitator method, which is my favorita, t suggest that 
during performante -onca rho cards are in position —you hold the quesents. 
ande in yours on each sido ofthe pack. Not only is this a nice mood-settez 
and often fun, it clearly establishes your innocence when the mirarte occurs, 

Don't pass this up; sry ston a human and I think you will be very pleased 
with rhe renale 

NOTE 
Yon may he Tocky and find a good quality palpitator, but they're often made 
ofa cheap rubber that rots before your eyes. You can lind thin rubber tubing 
ata hardware or auto supply store, a squeeze-bulb at a photo or art supply, 
and aballoon anywhere; some glu and taps and you're in business. Ah, me; 
the real work on pelpiatorst 
CREDITS 

All Lelaim here is the combination of Glorpy and the specific handling of the 
Sali principle. Marlo had an almost identical handling of the palpitator anû 
salt combination in Racherbaumers AT Tire Tre, which | had not seen 
When T originally put this mto rine The sls lotion itself is Herbert Milton 








page 148, 
Smarketed under ttue titie Sleight OF Foot, this secret was originally thought of highly 
ough о beso or $2500, a remarkable price, particularly Tor ks ime, 


Sever 


CROSS-REFERENCE. 

Bellamo: scc Slectrick-- page 330. 

Talimpiest: see Esuchic Coercion Of The Interraptod Sahoofbny -page 41 
HCI: soe Hauntkercicf and PullBos- page 792. 
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INPSYCHL, I gave vent to some pessimism regarding the future of monualismm 
as a performing art. So far no one has disagreed with that assossmeni and T 
have seen nothing in the past year to alter that view. Though mentalinm as 
currently performed is usually no moro up-to-date than magic, its lack of props 
keeps this from being immediately obvious. With the possible exception of 
school slates (which are oñen used in re-creating meditmistic phenomena 
and thus are acceptable as period pieces), thara are few equivalents in 
‘monzalism to the valvetdraped tables, parish boxes and chromed tabes of 
magic. However: the performing approach of mentalists—whon they have 
one—has not changed appreciably in Sy years. 

has long acon a thesis oF mine that iFa theatre-goer had been frozen in 
1934, and then last week kad been thawed onton the steam table in the Magis 
Castle kitchen and escorted in to seo tho show. 

‘more likely than not he'd have no way of knowing he hadbeenen ice an 
hour much less iy years... 

Please mora chat this reaction would be just as ly if sl the performers 
were mentalist. 

{submit that thers fs something seriously weong with an att forin oF which 
this is true. Our hypothetical theatre-goer would have no trouble in noting @ 
‘complete change in the performance styles of singers and dancers, or even 
in classical productions. I was a Shakespearean actor for many yeara, and this 
involves a somewhat formalized kind of theatre; few, however, would have 
confused the style ofour productions with that af fifty years past, even though 
the basic material was contaries old. 

As that last point implies; 1 am rot here talking so much about specific 
performansa mataria as about tho way in which itis presented. Ifyou are 
Content to regard what yon do as simply a demonstration of your peculiar. 
powers and be so regarded, ûne; there are certain situations where this 
will work. 

1E, however, you regard yourself as a performer, anentertainer, and intend to 
work in that arena, the demands made on you—and which you should maike 
on yourself—are much greater Itis not enough simply to be sble to demonstrare 
an efect, toget through it without dropping the prop on your foot or forgerting 
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what itis you're doing— there has tobe something more to it, there has to be 
‘some Vala other thar the trick here has to be sore reason for the audience 
‘care about what you're doing. Please note that this does not mean that you 
‘should became a comedian. Quite aside from the fact that comedy requires a 
‘specific set of performance skills which many performers, sven those brilliant 
in their own areas, do not possess—and that you can do good comedy you. 
Probably should drop the mental, and if you do bad comedy it obviously 
Should not be done at all—the idea of mentalisn is at base a dramatic and 
serious one, that of supernormal occurrence, and comedy is not often thebest 
way to establish a dramatic premise, 

Certainly these is nothing wrong with comedy lines in a mentalism 
performance, fy grow naturally out ofthe situation, The use of gage and 
Jokes, however, simply has nothing to do with what you are supposed to 
сісу wanted a comedian they would have hired a comedian, and since. 
they hired you itseems clear that they want ta see what yot donot what 
acomadian dees, 

Of course you may actually want to be a ‘comedy mentalist —in which cave 
{wish you fuck. The phrase ‘comedy magician’ has come to mean someone 
„Who is unable to make it either as a comedian or magician and so has combined 
Porson failures in ie Lupe u! sking out a hving. 

1 don't think many wall disagree with my judgment when | call Ricky Jay 
and Jon Thompson tro of the very Anest magical performers in the world 
Both of tham do brilliant magic and hilarious comedy.—yet, because what they 
do could be technically described as ‘comedy magic both have had to work 
harê to overcome the resistance to this description. Please note that rhis 
tesistance to the comeđy-magician is not prejudice; åt is just going along with 
a statistical probability. 

There are so few performing mentalists that the concept of the comedy 
mentalist has not—yst-built up this resistance; but give it time, 

There's aline Tve heard fairly often when hanging around with magicians, 
and from virtually no other kind of performer; y, 1 dont care hat 1 do, as 
longas Tentertain them... "This kind of remark is a hallmark of the mediocre 
performer; f you think about й, it really translates into: 

Tey, 1 don" really care anything about uhat itis 1am doing; Fm so desperate 
for attention, my ego is so hungry for public acclaim, that T do anything the 
audience wants” 

Now it happens that in my wanderings and adventures I have known a 
number ofhonkcrs-prostituteseal girls... and mast of them, on a social level, 
were reasonably nico people with a more than usual understanding of the 
vagaties ot human nature, One thing for which few of them had any patience 
Whatsoever, though, was the hooker who called herself a ‘party git! oF an 
"estort! List you pee my point 


THYNK 
inal fairness I must point out a basic difference between hookers and the 
‘kind of ‘performer Just described: with hookers, usuafly, you get what you 
pay for 
J should further point out that tha situation is not really as les as all 
‘that. Tis possible to aspire ta the heights, and itis possible to attain them. To 
cite only the most obvlous example, Max Maven cansistentiy combines strong, 
mentallsm with an effectively theatrical prescniation to produce entertain 
‘ment that ean compete with the best show business has ta offer. 

Soall this yammering ve been doing is not Just to blow smoke în the wind; 
its not just theoretical. That Max does t proves that it can be done, 

Tve gone on Jong enough; 1 could write à whole book on energy level, 
selection of materia], background (mining... and ifanyone out there expresces 
an interest | very well might. 

But for now...let's proceed to the miracles, 
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ae Seated envetope tests have been a mainstay of mentalism for a 
entary, and a subset of this category-the dhree-envelope 
test nas been popular for over halî that time. 

"There have been countless approaches to this taut and to 
the methodology employed. what fellowes is an outgrowth 
bE previous routines, has some points of Interest to set it 
араң Бот what has gone before. We discuss the effec and 
method, and then talk a itle about when a test such as this 
Should be performed. 

EFFECT 
A spectator has ben invited to assist You remove a Tarot pack 
"lom is cass and spread Loxton the we, the vo Dank cards 
provided with the pack you extract from th face-up spread. 

‘You hanê one of these cards to the spectator and ask her to 
vente hee birthdate on ft wlth the pen you also provide; this 
done, sho is to hold it face down. 

ou pick up asmall packe: of manila pay envelopas, Just a 
bit larger than the cars, and mee her co slide he frr down 
"adiri he top envelope, When tis hasbeen done, yor tke 
the envelope ftom the stack end land tto her to seal 

‘On your instruction she writes her zodiac sign on the other 
blank cad; you hand her a second envelope, and she seals 
the card inside. 595 

“ling her to mix the Tarot pack thoroughly, sou hand her 
ıa third envelope. She is to spread the carde face Gown and let 
her fnger descend and touch one card. Without looking at 1t, 
she sels this card in the third envelope. She mixes the three 
Envelopes and puts them ina row on te table. 

‘One ofthe envelopes is chosen; you sense that it contains 
the zodiac sign, and this you proceed to name. The envelope 
is opened in fact it îs the zodiac sign you havo just named. 
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A second envelope chosen, you instruct the spectator to place itin a brass. 
bowl and burn it As the flames leap high you divine the birthdate, 

This eaves only the Tarot card, unknown even to the spectator, you give 
‘brief reading concerning the divinatory meaning of the card, which yos 
then name. When the spectator opens the envelope you ars seen to be 
absolutely correct, 

METHOD 
‘There are a mimber of interesting things going on in this routine, but there 
are basically twe points that make it worth adding to the literature. 

The fist hasto do with handling. Only at the very beginning ofthe routine 
do you hold tha envelopes while the spectator inserts the card. She seals the 
envelope, and does all subsequent handling of cards and envelopes. Prom that 
initial point you need touch nothing involved with the effect. 

‘The second point regards presentation. Tarot packs (specifically the Rider- 
‘Waite pack from Us. Games Systema) are provided with a couple of blank 
cards, and since the mise en soine of foruinetelling fits in naturally with 
astrology and Tarot zeading, the cards are brought into the presentation 
logically and not as a specially required prop. 

‘The Tarot pack contains the two blank cards and ix atherwice unpropared, 
the packet of envelopas, however is another matter 

‘Thove are enc-opening manila pay envelopes, theeehy-five-inch size, 

The packet is arranged, scam side up, as shown: 


seater tits 
E a 
M кыш (empty) marked with 1 dot 
ZELLE meae femptu) marked with 2 dots. 
Енн 
a 
T The deck ts iäken ftom its cose and spread outon the uitte; the 
tobani rans ara manad an oes is ha E 
Кеч жазы өскүр 
2. You piek up he packet oF envelopes and te her to place her 
sard into die envelope; hate what you «sy, bat you acta a 
tand insert it ineo the top fed rice 
lepus dn i dir ec on wa en 
extract os velope and andit тее 
3 You hana her the other planie andan a Recte ie d 
sign ont While she does fhis you quito ratent tre 
Torfaen holim paie M RR C A 


тнүнк 
enough for you to get a glimpse 
‘and rote the information. You 
‘thon iy shit this envelope in 
among the lower unmarked 
‘ones, being careful nol to expose 
ltswindowved condition to other 
spectators 
You give the spectator what i 
ow the top envelope of the 
packet, and she seals the zodiac- 
sign eard in 
5. You give her the noxt envelope; following your instructions she 
mixes the Tarot pack and than seals a card from it face down 
and sight unscen in the last envelope. The Tarot cars and 
remaining envelopes are set aside 
8. The spectator mixes the three envelopes and deals them in a 
sow on the table 
“The position s now is 
Throe envelopes on the táble, marked No. 1, No. 2 and No. 3 





туморе о, сопа {пе лоса sten: You know мш, шь ано уон. 


eoo the birthdate 
Envelope No, 2 contains sa unknown Tarot cat 
Envelope No. 3 contains a known Tarot card, 
7. While the effect has not even begun, the actual work of the 
routine is now over, and the rest ofthe proce dure is very simple: 
a. You indicate Envelope No. l-or have the spectator ‘choose 
4 by equivoque—and you name the biethsign; the envelope 
Js opened for verification. 
bı You indicate Envelope No.2; It is burned and you reveal the 
birthdate. 
c, You name ihe Tarot card which you know, and the remain- 
ing envelope is oponed ta prove you correct 





“Tha's the basie routine; there are some variations I want to mention, but. 


first let's tak abont where and when you do routine like this. 
Think 





‘used effectively asa reading routine fora single person. 


“As astage routine, presented straight, I have serious doubts about it, and 
in this I zealize Tam disagreeing with many current writers on mentalism, 


Thave my reasons, 


Tirst ofall, there are a lot of preliminaries to be gone through before any- 


thing at all happens i's in the nature of this kind of routine. 


is ideal for a small group, particularly something along the lines 
of a Horoscope Party as per Bob Nelson's bock of that name. It can also be 
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Second, the props are really not right for stage; people can read Unc writing 
or See what's happening and for the most part have to take the word of the 
spectator on stage as to the truth of what is going on. 

‘Third, the routine thus does not directly involva the audience as a whole. 

Fourth, tae very props and procedure used with thi routine or any other 
1 am familiar with—aro basically the stage mentalism of half a century past, 
‘Since I was just yelling at you about this, I'm hardly going to pass aver such 
an objection lightly. 

But the solution is inherent in the objection; itis the mentalism of fity years 
agno hars how we play it. 

Without going into the specifies of my own presentation, which is part 
of @ larger sequence, | will simply say that the zoutine hore is done quite 
clearly as a period piece, a revival or re-creation of how a mentalist or 
psychic of the 1920's at ‘30's might have performed a mindpower demon 
‘tration. This way it plays as a theatrical piece which can be quaint without 
making you look quaint. 

NOTES 
Tishonldbe noted, first ofall, that fll decks oF blank-faced cards which match 
the RidercWoie Tor pack ato availablo from UA, Gaines Sysieu and MANY 
game or occult shops, 

Qf course in this routine you burn up one Tarot card each time; given 
current prices dhat works out to about thirteen cents a performanse, but 
there aro those wha may not wish to destroy a Tarot card, Hero are two 
alternatives: 

а. Do a mistead—ie., you divine the birthdate as one of two 
‘possibles say January Afia or sixth; think it 8 theft, you 
say finally. Taking the envelope, you tear it open, glance at the 
face of what is aemally the Tatot card the spectator chose, and 
continue, “Yes, tis he ffl The spectator verifies this and you 
‘continue with the routine. 

b. A blank card is loaded into the envelope and it is this one 
that is burned. The Tarot card is not forced but the pack is 
stacked and you learn the identity of the card by any one of 
the usual bandlings, 

(Ahandling which Thetieve fs new, and which sa variant ofa Paul Curry. 
‘ca is this: a doublo-backer ison top ofthe stacked pack. The spectator cuts 
ОЁ а portion of the pack and turns it face up, replacing it on the pack; she 
removes the top card f is face-up portion and seals itin the envelope, then 
turns the rest of the cards face down again. This transfers the dovble-backer 
19 the spot formerly occupied by the chosen card; if this doublecbacked card 








‘ee Phoenie, No, 14 





July 18,1947; page $24 





TINK 
has a short corner it can then be cut to the top ofthe pack, the face card noted 
and the identity of the chosen card thus learned.) 

‘ull another approach to this would be to force the card in another way; 
3f, for example, the preliminaries af a simple crossing: the-out force wore 
Gone at the beginning of the routine, and the writing and sealing of the 
other two envelopes was done, it would give enough ofa time-lag for the 
force to play correctly. 

‘When you are doing this specifically as à close-up or parlor fortanctelling. 
pisce rather than asa stage lem, a force of the Tarot card is mandatory, Why? 
simply because you don't want the spectator getting a carû af obvious 
unpleasant portent. 

You might also consider adapting the Day-Hor-Any-Date angle to this routine, 
as desorbed carlier on pago 188 

CREDITS 

‘As indicated previously, the history of dis tes isa long one, anda bit cloudy; 

however, some parts of it can be traced The flapless window envelope han- 
dling comes from Annemann's Modernized Reading the card force aspect 
derives fram Basil Horwitz Challeng: Though!?, which in turn is descended 
from an At Marin item in Nelson's SENSATIONAL MENTALISM, PART TWO. which 
in turn comes from an Al Baker billet handling’. used a similar handling of 
the Baker concept in some billet work published in Magick“ about a decade 
ago, which was subsequently absorbed into SCRIPT (see page 180). The zodiac- 
birthdate bir is from my Tinkle (page 188). 
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ANNUM PRACTICAL MEVTAE EFFECTS, page 10, 
THE MENTAL MAGIK OF Ast HORWITZ, pane 4 
‘age a6. 

Hos Ns METAL AGI, pee B0. 

No. 97, Bonus Insert: page 485. 
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an my Zoos on page 285, 1 describod a method of coding any of 


the twelve zodiac signs to a partner at the other end ofa phone 
Jine. An important point in that routine was that the name and 
Phone number ofthe medium were known to the observers in 
advance ofthe selection of the zodiac sign, 
‘This is another approach to that same problem. 
TFFROT 

“haıe a friend,” you say, eha has a peculiar gijt for ning in on 
my thoughts from time to time. Let's try a test ith hint. You 
scribble something down on apiese of paper and drap ir writing 
side up on the table. 1t says: 





Any sien ofthe zodiac is selected, and any spectator may eall 
the number and ask to speak to your medium—who instantly 
names the selected zodiac sign 
METHOD 

‘The working of this very straightforward effect hinges on the 
curious fact that the name Kach can be pronounced in six 
different waye. 1f we add to this the option of using Bob or 
Robert, we hava cive possibilities, hus: 


Aquarius (rhymes with gosh) 
‘Pisces 





Teva 

Tha sign having been selected, you watch the spectator as she dials; when 
she completes dialing you say, Just ask for Beb Kotch, please When the phone 
is answered the spectator will quite naturally use the form and pronuncia- 
tion you just used. 

Rob shoves a few fallen blocks aside and locks at his chart as given above, 
amd knows the sign is Aries. 

NOTES 

Do not have the name prewritten or on a printed card; lt thas makes sense 
for you to abbreviate the Robert ta Bob in the writing that you do. 

Your medium can, ofcourse, be female Bob or Roberta, Kim or Kimberly, 
Toni or Antonia, etc. 

CREDITS 

The telephone trick is the invention of John Northern Hilliard”. In Phocmix® 
Alan Barnert described a method where the name was pronounced the same 
but spelled іп different ways; my method is, in a sense, a reversal of this 
approach. 


"ce The Sp, Vol. 3, No. L2 Feb. 1008 pag 130. 
эма 108, une 21, 1945; pag 433. 
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TE What follows is not an effect as such, though 1 will give sugges- 
tions along that line, It is simply a handling fora particular Kind 
of fore. 

In effect you have a bag containing four different colored 
balls Three spectators each choose one, yet you are left with 
the one you require, 

13a combination of abit ofchicanery and an interesting use 
oFequivoque, ara i gura this Wa 

Let's say you want to force the red bal; the other three are 
green, yellow and blue. You remove them from the bag (which 
should he of fairy heavy and opaque material) and show them; 
in dumping them back into the bag your thumb sacs over de 
Tod ball and holds it back The two hands now hold the bag, 
Fingers inside, at he corners; the re all is concealed beneath 
the fingers of one hand inside the bag. 
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“Tho first wo spectators choose balls ftom among tho three available, and 
‘they don't really have time to notice that here is one less ball han there should 
be. When this has been done you hand the hag to the third spectator; as you 
do this you let the red ball drop to the bottom of the bag. 

"The verbiage hore is Important: you say, ust tao bats lf. of course Leer 
"o esp ore ball... so would ou te one out, please?" 

“He does so. Ii. iethe red'all you take t from him and sag, "haria... and. 
that ball do you kave?” You nod at the bag and he takes out the ball. You have 
эгей to extand your hand towand him as he does this, [fhe has the ball you 
‘want you continue with the motion to taka the ball 

Т he takes out the other ball you simply continue the motion to take the 
bag from him. From the bag you take your red ball, and toss the bag aside. 
This seems in keeping with what has gone before and i quite natural 

"This does not play as equivoque at all. 

‘As you will appreciate, this handling means that you can force any onc of 
the four balls, as required by whatever efect you're involved in doing. 

NOTES 
This force is usualy employed in the context of some kind of Bank Nighi 
vor sulla: effec; Mese yuu might have fuu: different vulured bures, anid 
the spectator would get to keep the prize he found in the box matching hls. 
colored ball. 

Do bear in mind that here we're dealing with a one-outof four chance, which 
ia hardly Jeep mystery, so other aspect of the routine gag gifts in the boxes, 
forexample—bave to carry the freight. 

Alter some thought I will give you here a gag | have used in connection 
with this but you have to pick your spots; in he right circumstances it wil 
get a great reaction, în ather places tl de the desth 

‘When the third spectator is holding the bag, you place two fingers under 
tha bottom of it and say, Would you turn your head to fhe side and cough”. 

all right, all right; 1 said you have to pick your spots. 

One point about this bitif you do it for a mixed group you will have to 
expect a diminution of attention for the next few moments, because many 
‘women quite understandably won't get the reference and will ask the men 
they're with to explain it to them, 

CREDITS 
Some years ago Kon DeCausey marketed through the Supreme Magic Co. an 
item called Eliminator which was similar in effect to the above but which 
required switches and extra balls in clips. Too, only one specie ball could be 
forced from a particular setup. 
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aa Here, again, a presentational angle rather than an effectassuch- 


here itis of the epectatoras-mindzeader type. 

You have a number of small containers; in one a man seal 
small pecsonal object The containers are placed in a bag anı 
the lady accompanying the gentleman is asked to choose fron 
among them the one she feels might contain the object. Shi 
does so and, of course, ir correct. 

‘The method isn't mine—ie's that of dhe late Syd Bergson. He 
hada marketed tem called Clairvoyance; it used a number o 
‘containers which were identical but had a useful characteristic 
After exposure to light they would glow in the dark. 

‘Thus a container taken from the darkness of the bag fo 
the time it took to place an object into it would be exposec 
to bright Tight. Replaced in the bag, it was easily spottec 
among its fellows, 

Avery nice-effect but ithad the drawback which Taddresseč 
in Yerball there weze only halfa-dozen containers, and for the 
mentalist to find the correct one didn't strike me as much oi 
anything lo get excited about. 

TË, however we have the spectatar do the locating —and if as 
often will happen, the spaceator really thinks she is doing it by 
psychic means—then it bocomes something with interesting 
possibilities. 

Ла using the Bergson effect this way, you should not leave 
the ‘cbjectcontainer out in th lat any longer than necessary 
‘What you want is subile glow that the spectator might think 
is in her own mind as she looks into the Sag. yox don't want 
the container shining like a light bulb 

‘suggest the presentation given above because lends itself 
to a 'psychiccvompatibility" approach which can be very 








Terk 
appealing: itis, in thet, the presentational basis of Syssim and Courtship, to 
be found further on in this section. 
CREDITS 
‘There have been many effects which used luminosity asa cuing device, but 


this particular approach is, as was noted, Syd Hergson’s. There have been a 
‘number of unauthorized copies on the market from various sources. 
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MM se combine the two preceding items it will produce an inter 


esting effect which might go this way. 
EFFECT 
You show a small amulet or charm which, you say, protects its 
possessor from loss, You let a spectator held i, in return she 
Joans you some small but valued object which you place in one 
ofthoooniaincrs. These ate et sted m tne cloth bag and а 
number of spectators ars each asked to choose ene, 
‘The one you end up with is handed to the lady and, sure 
enough, it contains hor tem. 
METHOD 
By the glow you spot which ofthe containers has the item after 
the mixing; you scoop out the containers and as you let them 
fall hack into the bag you held this one back and then proceed 
as in Verbal 
Since the containers are identical there isa slight variation 
in handling. When only one container remains in the bottom 
ofthe bag you let it move into ene cornor, and then zelease the 
helósback container so that it falls into the opposite corner Im. 
this way i will be easy to rote which of the to the spectator 





CREDITS 
As above. 
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ae This sone of my favorites since isa very trong visual effect 

ected almost отеу by what you say rather than any 

r aay: 

EFFECT 

“The sition i hat you are doing any one ofthe many Who- 

Has What card peychomeiry routines. For example, sx 
езүн ккан ж кор калтын suu eq 
lesotto iine vhichtonibelongz to which person, by some 
pplication of paychology or graphology or vwhaehave you. 

'At some point you radđenly decide t ry an experimentin 
istar: influenca. Selecting one ofthe cand, sou lok a the 
‘ord on and then explain tat of the six spectators on the 
dag, one П отоу бє оп прве to ep forward. 

"This, in fact, happens; one of the spectators does step out 
from the others. Tunas inking of he word.” yom ance dven 
at fo cad, 7 coprophognue Wat word did yes trie domi 

The speciator who moved forward atas 'Copmphegeus * 

METHOD 
s very simplo and a complele nvindie. The cards are, oF 
Gune, marked, as ls usual i these routine, s0 you know who | 607 
role which word, A you Ieck the cards over you memorize 
the words associating hemı with their writers. You then pick 
Guiany onc ofthe cans and seemingly concentrate on it. 

The sx spectator row that one of them i expected to stop 
osward. so, sooner or Tates, one of them wil, When fhis 
Nappens you roi e werd hz wrote and ooking down at he 
card. you simply misread ir calling out tho appropriate 
папата ме Тан all here ie to ht 
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Ofcourse one out of six times you will actually be holding the correct cand, 
and you have the option of handing it tothe spectator if you so desire. 

‘Please note thatthe effect iret that you gress which of six cards is the one. 
written by a spectator that wil step out; thats a prediction affect and not a 
particularly impressive one. 

‘No; what you're doing here jawsing a word as a mental faens to enable you 
to reach out and physically influence someone to move, a far more interesting 
and difficult feat. 

CREDITS 
L. Vosburgh Lyons’ Graphology in The Jinx” is a reference, and there havebeen 


any number of card-psychometry routines in print both prior to lts appear- 
ance and scosequenils. 
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CARDBLANCHE 


ME Uis is onc of may more peculiar ones not in that it is partiou- 
aci strange or bizarre, but that ìt seems to me a very obvious 
and likely thought—yet | have never seen i in print 

Trsa utility em; lo explain iT will give an example. 

EFFECT 
Yeu have a rubberbanded stack of blank white cards, from 
Which you take those ar needed for various eflects—as, for 
example, Sposi joo deooribod, 

At some point, perhaps in the middle of another effect, 
you ask a spectator her birthdate, presumably to assist you 
in divining а thought, She tolls you: “Octobe lent.” With an 
odd expression you pick up the stack of white catds and 
remove the ruber band, perhaps mumbling under your 
breath about having made a note earlier. You begin to look 
through the cards and it is scen that they are, ofcourse, blank 
on both sides. One card, however, has some writing on iÈ 
You pass this to the spectator and ask hor to read it aloud 
She does: "Today a woman who assists me will be one who was 
bom the second week of October." 

METHOD 
What yon've got here is simply a double:blank Brainwavo-type 
eck. There are fifty-two cards arranged in pairs, Each of the | 60g 
cards has one roughed face on which a message has been writ 
ten; itis paired with another card so Una the two messages are 
face to face, resulting in what appears to be a single blank card. 

The cards are arranged according to a logical system; in 
the effect described, the cards which would show their 
‘messages when pairs are split would cover the first, second, 
third and last weeks for the months oF January through June 
‘With the deck turned over tho months would run from Jnly 
through December, 
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As with the standard Brainwave Deck, you simply count through the 
sequence to know when to split a pair: Brainwave Decks often make use of 
{ols in the comers to help you to know where you aro in tke sequence, but 
those would be too noticeable on an all-white card, Instead, you use an eraser 
to remove a spot of the glossy finish frora the card. The resultant dull spot is 
early visible i£ you're looking fort, but does not stand out. 

Tn splitting the pair to reveal the required message, some care must be taken 
not to show the under surface of the upper card of the pal but this presents 
no real difficulties 

Given a pack of double blanks prepared in this manner, we havea way of 
duplicating any number of effects that formerly needed the use of pocket 
indexes. You can, obviously, makea prediction that can have any one of fifty- 
‘wo diferent outcomes. 

However—and this is Important—do not use io predict the name of a 
playing card. More than that, dott use this item in the same show with any 
efect using regular playing cards. You don’t want to remind the audienca of 
playing cards, or give thera any reason to think along the lines of these being 
just ‘blank playing cards'—you want them to be regarded as something you 
‘might have picked up in a stationery store 

For the same reason, you have them on the table with a rubber band or 
aper strip around them—you don’t have them in a card box and certainly 
notin the playing card case thoy might have come in. 

One of ihe nice things about this is that itis a sort of camouflaged 'out'—by 
which 1 mean that you have been using (extra) carda from the pack all along, 
во the pack just sita thera namraliy in plain view. 1f you need one ofits outs, 
irs there—if you don't, no one attaches any importance to it- 

Obviously Cardhlanche can be applied to dozens of effects, and it would 
hardly be feasible ta even begin to list them all. It is, as mentioned, a utility 
devies ihat can be used either foran effect ofits own oras a'saver for another 
effect In the program that has some hazard attached to it, Jt should be noted 
that if the message consists of a single word, rather than a sentence as 
previously described, Uis can be written in fele tip marker with fairly large 
tiers and thus be visible for fair-sized audiences. 

NOTES 
‘The roughing fluid should be put on the cards fest, and then the messages 
Wwritten—iF you do it the other way around the writing is apt to smear. 

‘The best way to apply roughing fluid for most uses is not with a cotton swab 
but with a spray. One can bay aerosol roughing fluid, but an inexpensive 
alternative isan artist's sprayer or a plant misting device. Using either of these 
applicators, you rust return the umused Aud to the bottle after use—it will 
‘evaporate otherwise—and clean the sprayer with alcohol or lighter faid. 





p 

(NOTE, 1903; You might consider having your business cards printed on 
double-blank playing card stock, and using these. Note that in the carent 
application the top card of the pair would be printed on its upper side and 
ave the message written on the lower, while tho bottom card would have ће 
message written on the printed side and the Tower side would be left blank. 
‘This way, as you rs: spread she cards, one sido would show all printing and 
the other blank, as woUld logically be the case 

(оге also that you don't have to use all filo cards; depending on the 
effecta smaller number can be nsed as for example a packet ef two dozen to 
cover the signs of the zodiac) 


CREDITS 
"The Braimwave Deck, in is current form, is the Invention of Dai Vernon. 
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SYNSIGN 


SSE speaking of Dai Vernon—what follows uses one move of his 


invention to create a pleasant little interlude, 
EFFECT 

‘You are seated ata table with two couples. You point out that 

yon da noc knuy dis Lardsgs ofangome these—bult that you'd 

like to try a ite experiment in synchronicity 

You have been shuffling a deck af cards, Addressing one aF 
the women, you say thar you are going to spread through tho 
cards one by one, calling off the zodiac signs in order as you 
do so; she isto stop you when you name her sign 

‘This yu proceed to do; let us say ber sign is Leo, and thus 
she stops you on the fifih card. Yon outjog this card and, leaving 
it projecting, continue naming the rest of the signs ofthe zodiac 
through Pisces. 

Turning to hor companion, you repeat this process with 
him, and with the other two people at the table, resulting in 
four cards projecting from the deck, You remove these cards, 
square them and set the rest of the deck aside. You wonder 
aloud if their zodiac signs have Influenced the cards, and if 
Khe cards can teval their compatibility, The four cards are 
put face down in front of the spectators whose signs each 
symbolizes and they are asked to turn them face up. The frst 
‘Woman has the Queen of Hearts; her companion, the King 
‘of Hearts; the second woman, the Queen of Diamonds; her 
‘companion, the King of Diamonds. 

‘Thus you have, by some weird kind of Jogic, demonstrated 
an astviugical-cartomantic compatibility for each couple. 


THYNK 


METHOD 
Obvious enough; the four cards King of Hearts, Quecn of Hearts, King oF 
Diamonds and Queen of Diamonés—areon the bottom of the deck, and your 
shuffle is careful not to disturb them. 

In removing the ouljogged cards and squaring them, yousimply switch them, 
for the four bottom cards of the pack: this is accomplished with Dai Vernon's 
[BDV move. lam quite fond of this sleight since it has a completely naztral 
appearance, and thete areseveral Goscriptions of it in this volume (see pages 
Зат 201). You use it to switch the selected cards for the four court cards on. 
the bottom of the deck, after which the deck i set aside asthe four cards in 
the left hand are spread presumably the four cards previously outjogged. 

‘That's really all there is to the effec, from a technical point of view. 

| should point out that this is not tobe presented asa miracle of mentslism. 
ora deep mystery; its plot å such that few would be likely to believe such an 
approach. You really dont make any claims for it, other than your opening 
[ines about compatibility and synchronicity, 

Alot of people won't belicve this dialogue. either but it doesn't matter 
because people like the idea of the effec: they are pleased with the notion 
that the cards prove they wers meant for each other, An effect like this may 
Not make them want to kiss yourring, but it wili make them happy—and that 
can be quite something to accomplish. 

NOTES 
One funny technical point about this is that since you go through the twelve 
zodiac signs four times, you can only deal through forty eight cards and thus 
‘never into your fourcard packet. 

Te should be pointed out that the Vernon sleight described is one of the few 
that can be used with equal decoptivencss with a standatd Tarot pack; thus 
we can envision variants in which the birthsigns would indicate cards of 
obvious good fortune, 


613 


614 


COURTSHIP 


me Here's another presentation long the lines fast described: this one, 


however, is intended for club cs stage werk, 
EFFECT 

You show four sma! sealed envelopes, marked A, B, Cand D. 

Setting them aside for a moment, you remove four carde from 

‘pack and show them to be the four Queens. 

‘You mux these and then allow four ladies to each chose one, 
‘They do not show these to you orto the gentlemen with them. 

Picking up the four envelopes, you ask one of the men о 
choose a letter—A, В, C or D. He does so and you hand him. 
the envelope bearing that letter This is repeated with the other 
three men. 

‘The women show which Queens they have chosen, When 
the men open their envelopes it is seen that each envelope 
‘contains a playing card, a King—and in each case the man's 
“Xing isa match in suit for the Queen his companion holds 

METHOD 
The four icttered envelopes you show at the beginning are 
dummies; you exhibit chem and then set them down on the 
table or in your case next to another sot of four envelopes 

This other set has no lettering on ìt but each envelope is 
‘marked witha pencil dot to Indicate the King it holds. 

Right beside this packet (concealed by another prop if 
necessary) is a Listo™ or other crayon thumb-writer, 

The [pur Queens you remove from the pack (ot have ready 
separately) are marked for suit; these marks should be easy to 
rend. Thus When the four Queens have been distributed you 
kumuw which woman holds each suit. 


ттк 

As you pick up the unmarked packet of envelopes from the table your thuni 
goes naturally into the writer. You ask one of the men to nominate a letter; 
‘when he does so you spread the envelopes and bring to the top the one 
containing the King chat will match the Queen held by Ute woman with him. 
You use the thumb-writer to mark the envelope with the named letter and 
then hand it to him. This is repeated with the other three men and the effect. 
is concluded with the revelation of the match of the four suits. 

NOTES 
Tn those cases where the two letters first called are A and B you can ип. 
write a C on both the remaining envelopes: this done, either can be 
transformed into a D simply by adding a straight line and turing the envelope 
around (this isan idea of mine improved by Phil Goldstein. 

‘An alternative method for learning which woman holds which ofthe sults 
‘would be to use Zanubook, described on page 496, 

nthe interests of uniformity of appearance, the Ioters on the dummy set 
of envelopes first shown shonld also he writion with the taumb-writer, 

What T sald about Synsign applies ir somewhat lesser degree to this effect; 
though from a pure mentalism aspect Cowrshi issirongez you would still be 
Wisa to sall chis not zo much onite myetary which considerable con its 
charm, which canbe quite considerable. 

CREDITS 


There have been a number of routines in print which employ this general 
method. To the best of my knowledge, the fist such was a Rank Night ron- 
tine, No Chance at Alli, originated by Basil Horwha © 


Rew Pentagram, Vl. 8, No: 3; May 1871; page 22, 
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GROUPEASE 


jave always had a soft spot in my heat for that genre of mental 
Card effects where several spectators think of carda from among 
‘hose in packota they hold. 

Unfortunately, the methods of many ofthese have left more 
than a little to be desired. Such effects as Baker's Vocalepathy 
and ite many lator varintions—Paul Fux's Miracle uim mick 
Louis Histed's Miracle Divination’, etc —while intriguing and 
ingenious in method have never really seemed to me to he 
cally convincing. Puzzling, baffling, yes; convincing, no. 

Itremained for Ed Marlo to come up with a really workable 
approach to this problem in his Miracle With Gards which 
“appeared in an early hier. While ic does not hew to the idea 
of a moral selection, its simplicity in working makes up for 
that. In what follows I must stress that | have not deviated from 
"his excellent method, but simply lavo added a bít more chica. 
ery and some handling touches for those who would like to 
use Kea a stage piece. 

EFFECT 

From your shuffled deck five spectators cut off small packets 
‘of cards and note the car at the facs oftheir packet; the groupe 
of cards are then shui by the spectators. You collect the 
packets give the deck a further shuffle, and then run through 
the cards as you exhort the spectators to concentrate, In the 
fullness of time you remove five cards and hand them to the 
selector; these are, of course, the five thought-of cards, 





"sco Fabiani Macr or Louis $. Histo, page 41, 
Net Doe 1956; page 1 


THYNK 


METHOD 
‘The deck is ina memorized stack, by which I mean that you must know which 
card is at any numerical position. 

‘Also, tha deck is of the one-way variety, both on backs and faces, so that. 
you can instantly tol £a card has been reversed and for end, On the back, 3 
‘bitor the design canbe scraped away or blocked out; on the face, abit af one 
Index pip is scraped away witha pin or razor blade. 

In having the packets cat off, you work with seated spectators Five speoua- 
tors are used; for the second and fourth packets you use spectators seated in 
the second rows, fora reason we will get w in a moment, 

The five packet cut of, you instruct each spectator to Took at the card on 
he face of is or her packet and then to shuffle or mix the cards. оз Оше. 
trate this with the cards you hold: you grip thom in both hands by the lang 

sides (in similar fashion to the standard twisting 
grip used for the Elmsley count) and mix them 
‘fom this position, explaining that this prevents 
anyone from getting a look al any of their cards. 
Actually i is so they'll be much less likely to 
moverse (he packet (nan they would be if thoy 
were to overhand shuffle it. 

‘As thay comply with your instructions you 
casually reverse your own packet of remaining 
cards end for end 

When the spectators have finished this task, 
you reclaim the packer from tha first spectator, 
replacing it on the rest of the deck; i the speo- 
lator has not changed ies orientation it wlll be 
reversed in relation to the rest of the cards. 

‘You must reach for the second packet, since 
‘the person is in the second row; you grip it by 
its near end at your fingertips and in replacing 
ton the pack your hand naturally curls inward, 
so that this second packet is replaced reversed 
in relation tothe packet below it. 

Ла like manner the third packet is replaced 
without mring it; the fourth packet (again from 
row twa) is replaced reversed, and the last 
Packet replaced without the men 

‘Thus the deck is now divided Into six groups 
alternating in direction: your remainder-packet 
on the bottom, followed by the packets one, two, 
three and four, and packet five on top. 
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MIND, MYTH & MAGICK 

You now give the deck a convincing false shu, just an you may have done 
atthe beginning of te effect. This done, turn the cards to face you and begin 
to spread through them, 

The group at the face is your remainder; you ignore them. When you getto 
fhe first group, you count tha number of cards in this packet. here are eight 
saris, you know that the first spectator looked at che eighth card im your 
memorized stack! 

You continue the count from this number for the second group; Ift contains 
seven cards, you'll obviously reach fifteen, which gives you the identity of 
the second card looked at. 

You continue in this way to discover the other three chosen, pardon me, 
ioughtof cards 

NOTES 
‘The cards are marked on the back so that you can tell ifa spectator has 
inadvertently reversed the packet; if he has, by the way you replace i you 
‘can correct its positioning. 

A bit of business you might find useful isto set the deck aside for a moment 
afer the packets have been collected and ask each spectator to concentrate 
on his or her card. You go down the line, glaring at cach one ia turn and then 
gelacing, then vou pick up the deck sna proceed. The concopt of this bit of 
dramatics is to get across the idea that you know what the cards are Before 
‘yet Took through the deck, so you may embellish t with whatever theatrica! 
‘surticues you think will help to get this to play in convincing fashion. 

Iis theoretically possible to do this with a cueist on the face of the bottom 
card ofthe deck—but 1zeally don't recommend it, Knowledge ofa memorized 
deck is a useful tool, and it really srrê that much work 

CREDITS 
Аз indicated, Marlo for the mucleus of the method; the pipscratching für a 
one-way deck marked on the face is Annemann's! 
* 
With the aid of a special deck, this effect can be done even more simply, 

‘The deck is one that you have stacked in your favorite arrangement this 
should not be acyclic siadk—and then marked with the Ted Lesley Working. 
Porformer's Marked Deck materials—but you mark each card not fr lis owe 
identity, but rather that ofthe card directly above it, 

‘Thus when a spectator cuts off'a packet of cards, the top card ofthe portion 
You hald reveals tho name of the card on the face of the'spoctator's packet, 
‘This is simply an updating of a concept af Herbert Hood's which appeared in 
The Fina 





the Fn, Summer Rata 1995, page 42. 
"Ko, 136; Ape 30,198); page 775 


TWINNER 


a tire follow threo effects with famîly similarities: they are 
intended as alternatives, however, and it's neither feasible nor 
desirable to perform them together. 

EFFECT 

Picking up a cased deck of cards, you use it a a rest while you 
scribble something on one of your business cards; the card is 
Šet aside for a moment and you hand the spectator û alip of 
paperon which he isto write the name afany card in the deck. 

He does so and pockets the paper. You remove the cards from 
the case, pointing out that you do nol aller their order in any 
‘way. Handing the deck te the spectator, you invite him to deal 
the cards face up from the top of the deck, counting aloud as 
he does so, until he reaches his thoughtof card. Following your. 
instructions, he deals until he reaches his card: say, the Ace of 
(Cinbs, ite the twenty-third card dealt 

Anyone picks up your business card: it reads, “The thought- 
of card wi be found at position 23 in ha deck" 

METHOD 

"There are no new principles here—dhe interesting aspect is in 
tho way the time sequence works out 619 

When you write your prediction on the card, you leave the 
space for the numbor blank. The spectator writes the name of 
any card on a slip of paper and uses the card case as a writing 
vest (as be has Just seen you do). This isa Mental Masterpiece 
‘case Which takes am Impression af tho spectators writing when 
‘You used it you rested the card on the opposite side ofthe case. 

While he writes, you turn away, giving you the opportunity 
te pat an yaur nailwriter or Boon (if you havent already). 
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Махр, мутн 6. МАсІСК 
‘When you remove the deck from the case you nore the card written by he 
spectator, allowing the Impression device to drop back into the case. You place 
the cards infront of the spectator and—presumably to get it out of (he Way — 
{you pick up yourbusinass card, As you setit aside you use the nail-weiter to 
note dein the position which, thanks to a memorized setup, you know. 
Thus your prediction ison the tihle even before the spectator begins to make 
the countand-deal; itis this point, combined with everything else that's going 
on, which gives the effect ts aura afaseming impossibility. 
CREDITS 


‘The Mental Masterpiece casa is Annemann's concapt!* 
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TWINDOW 


EFFECT 

ee Tyo decks—on red, one blue —are in their eases; one io aelected 
by a spectator Removing the deck from its case, she cuts offa 
portion of the deck and places it on the table; you tum away as 
She takes the next card, deals s¢face up onto tie tabled portion, 
Šnd puts he rest of the deck on top of the face-up card, squaring 
the deck, You turn back to face the spectators. 

‘A sound spetair is Instructed to taka the other deck on 
ofits case and hold itn dealing position. The two spectators 
Row deal their cards simultaneously and both stop when tha 
frs spectators face-up card appears, 

You draw aitontion to a small sealed envelope which has been 
Ming on the table allthis time. Picking it up you tear off one 
cad and dump fs cantents~—s business card—inte the hand of 
another spectator who is asked to read it aloud. 

“He reads: "The chosen card wil be matched at position 17 
the deck The, spectators have been. counting aloud, as in the 
previous effect, ap everyone knows that at least one part of the 
prophecy is correct, When the second spectator turns over the 
{op card of those remaining in his hand itis seen at the cards 
are indeed identical, 

METHOD 
Both decks are marked on the back; both also are stacked in 
a memorized order, anā then one is dealt through te reverse 
The ordet—so that its bottom card matches the top card of 
the other deck. 

"Although it is possible to work with an actual frec choice of 
deck, youl find It simpler to equivaque the deck in which the 
top card of the face-down pack is No. One in your memorized 
order The first spectator gets this deck and makes the selec- 
tion as previously described. 
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MIND, MYTH & Maciek 

You'll recati you have been turned away during this selection procedure 
Now you turn back and as you do so you lenk at the pack Just our by the spes 
tator and note by it markings the identity of the p cand. 

Whatever iis numerial position in your memorized stack, you анъа 
that from fe four; the remainder ia the position at which the Chosen care 
wil he matches. 

Ал example, using the Nikola stacki% You note the top card as being the 
Fight of Diamonds. This is position twenty-one in the Nikola sack 94-21 = 3 
thus the match wl occur at the thirty third position in the deck 

‘The pay envelope, with a window cut out ofits underside, is lying on the 
‘able; you pick it up as you instruct the spectators tn their dual deal ts but 
the ork ofa moment to flin the prediction through the window in ths usual 
fashion with your raitssriter or Boon—and then you setthe envelope down. 
Apparently you've just been toying with it, and thus far you have nor drawn 
any specific atontion to stat all 

‘The decided advantage of handling things this way is that, as with the 
previous effect, the major part of the dirty work is over before anything 
apparently has happened, The spectators deal down as instructed and now, 
‘rth no pause oF hesitation at all, you can pick up the envelope, rip off onc 
ем эпа отр бо ола тоо орсо and, 

Thus che prediction is read aloud by the spectator, the card atop the other 
deok ls rarneā over and seen to match, and (he effect brought to a conclusion, 

Given the raverse-stacking principle, the card will of courae always be 
matched by its duplicate in the other deck 

(NOTE 1993: Stephen Minch has pointed out to me that, if you mark the 
deck for caet-postion rather than for card-identily [an idea of BA Marlos") 
you can eliminate the mental step of translating tre card Int ies memorized 
Position. Instead, you simply read she number an the back of the top сапа оГ 
ihe deck and subtract this from 5.) 


CREDITS 


Paul Curry's Power Of Thought was the prime inspiration for this type of 
effect; however, ‘nde and is brethren are more heavily influenced by the 
methodology used by Eddie Joseph in his Staggered card routine: 








Sce Fugard ENCYCLOPEDIA OF Can Taies, page 388. 
"зне Ратна Канаа, Уо! 5, No. 3, om, 108; pus 182 


TWINSOME 


MER js if you really want to live dangerously, try this one. 
EFFECT 

Again co decks are used. A spectator vites a number from 
fone to tyro ona slip of paper which he pockets. Removing 
fone of the decks from is case, you have a spectator choose a 
card, note it and replace i The deck is put down on the table 
and you have another spectator remove the other deck from: 
its case and hold it in dealing position 

You instract the spectator who wrote the number to stop you. 
when you've dealt to the number he selected. The spectator 
who selected he card is likewise to call out stop if and when 
hør card shows in the face-up pile you deal. 

You and the other spectator deal the cards simultaneously; 
suddenly both spectators shout stop at the same rime! One 
speciators card has come up at the other spectator's number! 
And mot only that, but it is matched by the card dealt at the 
‘same Lime from the other deck! 

METHOD 
‘This isn't easy, and there are some times you can't do it no 
matter how good you are 
‘but here goes. By now you will have figured that one deck 
isin reverse order to the other, and that the spectator who writes 
the number does so on a Mental Masterpiece ease so that in 
removing the cards you can note the thought-of number. 

As before, it's a memorized stack; but this time the one 
‘you take out of the case has Gard No, One as its bottom, ar 
face, card. 

Let's say the spectator wrote 25 on his slip of papar; in pos- 
session of this information via the impression device, you 
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Approach another spectator, The twenty-fith card in Nikola is the Seven oi 
Clubs; yau can estimate this position, get a break and glinpes leven whee 
yeu arc, or on can simply spread the cards fae up te hoe ll tae d 
spot the cart that зу. 

"Now you simply classic fore the card on the second spectator. 

; ich means you have o be expert atthe clase fore, ebviousy, This 
Заал ебе, that gives yon auch obey in dat epic 

There's only one other litle it f chicanery, ad its quite simple. The 
spectator notes the car yon have, meanwhile, kept the halves of he pr 
Separated at the point where the card was taken! Non, you preito d ара 
top half ofthe deck, and the spectator replaces her eand on top of Uesca nt 
you then lace the cards in your ater ond onto select. 

‘Thus the halves of the deck are transposed around the chosen card. This 
done, the efect wil coneiude as described 

NOTES 

Jn choosing numbers rom ono throug fifty to, spectalom tend tostay around 
{he middle range, which is fine for oor purposes hore; Uere wil fe ae 
however when thespecator wil gvea potion among le lop or bottan a men 
‘ars and es quite difcaltto do convincing cate forse rompe em 

{anen cases you simply segue into a variation of the kind ofeftcr pops 
larized by Ken Krenzel as It Gam't Be—in other worda yon өте Жа СШ 
{hat will match the chosen positon inthe oher dec Anyone deak, Ins n 
ftom that pack and he second spectators card f found at tie гм эрта 
tator's number 

Using dhe reversestack principle here described, there will be situations 
here cards other than the chosen one will math, filis should agg dec 
FE o ide ic You say simply ignore iot IF you choose, nots tara eens 
comment about the rarity af ach a coincidence, 


CREDITS 
As indicated previously in text 


TRANCEPLANT 


een this very peculiar effect a spectator seems to acquire psychic 
powers -but from his point of view ira an hallucination that 
You've somehow planted in his mind! 

EFFECT 

‘You invite a spectator on sage and give him a seat: this done, 
‘you mark his initials on one side ofa school slate and have him 
‘write on the other side any word of six letters or less that comes 
inso hie mind. You cautian him nat in Int anyone in the andi- 
ence see what he's writter. 

Whon the spectator has done this you place the slate on a 
small easel where it is in full view of everyone. 

Now you show a paperback book of aver two hundred pages; 
drom this another spectator chooses a word in what seems a 
very fair manner. 

Чоп ай, somewhat rhetorically, iftis possible that in some. 
way the first spectator could predict the word chosen by the 
second; han you asl this second spectator to name the word 
chosen hy her. 

‘She docs so and you turn the slate around. On itis the very. 
same wordt 

However, the effect is not over As you congratulate the 
esi spectator on his psychic abilities, you seem to note 
something odd about his manner. “Is there,” you benignly 
inquire, ‘anything wrong” 

The spectator answers that the word revealed is not the one 
he wrote on the slate. Oh?" you blandly respond, “Tel me, what 
tord do yot hinik you wrote?” 

He responds with, say, 'Clock ^ wherenpon von draw atten- 
tion to your breast pocket, ога the (op of which an envelope 
visibly projects. Removing it, you tear off the end, extract the 
white oard it hulls and hanê it to the spectator to read aloud. 
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It reads (for example): 

1 wil induce you to correctly predict board as hê word hat will be chosen— 
dut 1 wil also injuence you to forget it and imagine ourself to have writen an 
entirely different wordt word clock. Signed 7 

METHOD 
What this hoils down to is hrec effects the prediction of a word on a slate, 
{he prediction of another ward in an envelope, and the change of writing on 
‘aslate—melded into a single (and singular) effect. 

‘The word which is eventually shown tobe on the slate is forced; to do this 
ou find a book where the same word appears as the first word on several 
different left-hand pages, This accomplished and it isn't too difficult to do, 
ust tedlious— you aller the book so you will be able to stop a riffle at that point. 
This canbe done by sticking a business card into the book, next to the binding 
(my approach) or trimming the edge of the next few pages (Al Mann's). prefer 
anine (strprisel) because there's no visible alteration of the book. 

"This force word is written on the slate proper, which is then covered with 
айар. 

‘The prediction shown at the concision is of course in a window envelope, 
the window cut in the proper position to allow you to use a thumb-writer to 
її тл the word the spectator wrote. 

Note that, as with previous routines inthis section, you have the necessary 
information for this prediction far In advance e spectator hides his writing, 
from the audience, not from you—and thus you could if you wich take the 
envelope from your pocket early on and fil it in as you put it on the easel 
beside the slate. 

You get rid of the Nap by the time-honored expedient of putting it down on 
the table for a moment whîle yon erect the easel or show the book. This table 
should be above the sealed speetator's eye-level so the flap won't be visible to 
him (though he'd probably not realize what it was If he did sce it) 

‘The торле should be clear: yeu place the spectator’ initials on the пов. 
fap side of the slate. He writes a word on the Nap side an you hold the sare 
‘You get rid ofthe lap (you have noted ts word) aid put the slate on the easel. 

Picking up the book, you approach a spectator and ask her to call stop. 
as you riffle the pages. Given the previous preparation, no matter when 
she cals stop you can halt the riffle at one of the force pages; you instruct 
‘the spectator fo noto the first word on the page. The book is then sot aside, 
and from then on you talk about ‘the word thought of” rather than the word 
chosen from a book. 

Atany point you prefer you can take the envelope from your pocket and. 
do ie Lin wil your dhumb-writer after which you can place itom the asel 
‘with the slate or not, as you choose. 

only remains tn hring this very strange effect to its conclusion 








uw 


NOTES 
Since we're dealing here with something aa peculiar as suggested hallucina- 
‘ory amnesia and prophecy’, piled on top of a pradiction effect~a tough acll 
‘itself feel thal an effect like ths should only be presented by a performer 
cof vory strong and forceful personality. It definitely should nobe done by the 
‘anyone could do what [dor kind of mentaist—no way could the audience do 
somethinglike this, and they damn well know it—and ifthe andienee docsu’t 
think ho performer can really doi, then obviously i's à maple tick, Ifyou 
are going to do magic tricks there are a lot of betler cholces If you are goag 
todo strong mentalism (and can bring it of) 1 think you'll ind з ос. 
while performance piece. 

ve considered using a variant of the Gysel slate handling! in this: 

You have another slate with your initials on it, You mention that there's 
something written on the other side which you will reveal presently, Taking 
{he spectators sate (after he's written his word) you slide it down in font oF 
yours but your fingers holding the lap relax slightly so that it separates from 
he speclator's slate and goes behind your own slate, where the fingers of yout 
other hand position it in the frame. 

Both slates are now placed on the easel and the effect is conehided alone 
{he san ne as carte, here with your slate acting ae your prophecy of what 
the spectator thought he had written’ 

„tho spectator, at your direction, has printed his word on the slate, so the 
handwriting wouldn't be a giveaway —and this version has somewhat more 
Visibility ike the specific tone of che prediction in the primary version. 
I offer this variation as food for though. 

(NOTE 1993: It isn't difficult to devise a handling of the primary routine. 
Where after the spectator has written his wordas you а the slate, you place 
it down without looking at it, and later move it to another spot. You leave the 
fap behind, of course, and later glimpse it Thaa you would apparently never 
know the spectators written wore until he announces it interesting but dont 
‘know that i's worth the trouble) 

See page 355 of this book, for details on the handling and timing of the word 
force. 








CREDITS 
{developed this in 1075, bu this (1984) is the first time t has seen print There 
have been many rourines on the Hallucination'thome, chiding Eddie Clovers 
card effect of that name in The Jinx", The word force techniques are, as men. 
toned, by Al Mann and myself, 


| E—— M" 

Эмо. 1: Ort 193; page 1. 

Зза туам ле Мамтацам, Рнжт Роса, ойноду Му Hades, pages 7 through 10; 
et Mann's OF Wura AN WEARS page 15. 
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CHRONOLOGIC 


am Longer ago than T care to remember, as a tad in Golumibus, Ohio, 


J used to trek up the rickety stairs to Syl Reilly's magic shop. 
Syl shared chat second floor with a gunsmith, and Tspent many 
ours fo rapt attention as they discussed the ins and outs and 
secrets oftheir crafts. [learned from both that you must have 
respect for what you've doing er, sooner or latex ill turn on 
you~though in the case of Syi's magic the results would he 
somewhat less lethal... 

From time to time he would sell me a prop—onee he was 
sure Tcould use it properly—and f only realized years later 
that he was charging me far less than the item was worth. 
From him I bought my firat set of Dr. Q Slates and many 
other wonderful affects, 

Jt was in that Aladdin's cave that I fìrst was Introduced to the 
‘mysteries of the Stull Watch. Though T yearned to have one, 
land was marvelously impressed with ts mechanism, 1 still canı 
remember quite clearly that young boy that was me holding 
‘hat watch and thinking 

Whey would anyone camy around a watch that doesnt work? 

‘Time (em) has not changed that view, and about twenty 
years ago I developed the present routine, This is its first 
‘appearance in print, 

EFFECT 
Showing a smal gold pocket watch, you apen it and hand it 
Around to the spectators. It is, in fact, exactly what it appears 
lebe, anû no more; an ordinary, working, pocket Watch. 

Yem pul out the stem slightly and hand it to a spectator while 
Jou are turned away she sets the watch at any time she likes, 
then snaps the case shut, 


ттк 

“Taking the watch, you place it on your outstretched palm and, as you stand 
beside the spectator, she resis her fingertips on the closed case, After a sulle 
ly dramatic pause, you state a time; you are, in fact, only a minute or so off 
the time set by the spectator, 

‘You close the watch and hand ito her for another test; this time she is to 
‘ost the stema without locking at che face of the watch. 

She docs so. You scribble something on a card and put it on the table, 
‘You ask her ta open the watch and to call off the time. It is, for example, 
8:20. You tell har to pick up the card and read aloud what is written there, 
She reads, of course, 8:20. 

METHOD 
‘The watch is, as stated, absolutely ordinary, and can be examined (though 
‘you don’t suggest this) before and after the routine. 

Jes exact duplicate, however, unt. You have had the hands ofthis duplicate 
watch ‘frozen by a jeweler 3t 8:20, so that no matter how the stem is twisted 
the hands will not move. 

{Av the outset ofthe routine this watch ie Angerpalmed in tho right and. 
Son have the spectator sot à time as described. Tüking the watch into your 
‘ight hand between thumb and forefinger you apparantly drop it into your 
lef palma. In fact you clip, and tho fingerpalmed gaffe watch goes inte the 
lefehand. (This is simply the standard Bao switch, hare dane with watches; 
abit more difficult than with coins, but ill not very demanding ) 

Now—and this is important yon stand facing the left side of the spac 
tator; your eft hand isin front of her and your right (holding the real watch) 
is behind her 

'She places hor fingertips on the watch your left hand hols and cancen- 
trates as bestshe can, Meanwhile, your tight hand, completely screened from 
slew behind her boc, opens the tea watchandyou sight the time. Thi done, 
‘you use first finger 
and thumb to twirl the 
‘hands around until 
they match your force 
time of 8:20. 

You then close the 
teal watch, being sure 
to press down on the 
release button as you 
doso toavoid any tell 
tale clicking sound. 

During this cime 
no more than thirty 





Sabo’ Now Movies Gow Macc, pase L0. 
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Мг, мути ё Млеко 
seconds—you have been having the spectator concentrate, visualizing a 
gigantic dock face, all the usual. Now you announce you have a rough 
impression and, stepping abit away Som tie spectator, you announce a time 

Tn deing this you miscall th time you sighted by two or three minutes this 
is done only partly for showmanship, 

‘The other pact ofthe reason Is that, having stated your impression, you 
ow push the release buston and let the ld of the visible watch flip up 
‘You look at it and, with a alight bit of annoyance, announce the exact tine 
which you earlier glimpsed. 

Tn addition to sublly verifying the identity of the watch, this also sets in the 
minds ofthe audience the idea thatit isset ata particular time, quite different 
from the force time later to be revealed. 

Of course you havent let the pectacor actually see the face of the watch, 
Чїй seemingly more by accident than design. Now you snap It shut, hand st 
irectly to her, and have her twiddle the stem seme more. 

AS she does this you tike ont a card, scribble the force time on it and putt 
on the table infront of her, for the moment the pencil you use is also left on 
the table. 

Hor twiddling done, the spectator opens the watch and cals off the force 
tima Whan she hao donc this you zadivaie the card on the table and as the 
reaches for it you take (10 not ask) the waleh from her and snap it shut In 
dropping it inio your other hand and thence tothe ble you of course switch 
St forthe real watch. 

AS the spectator reads off the time you absenily pick up the pencil and put 
itaway, geting rid of the gated watch as yeu do s0. 

Since this switch occurs after the spectator calls off the time, there is no 
‘heaton iat all. Now thatthe ordinary ticking running watch js on view, 
there is no solution (o your lle problem of telepathy and clairvoyance, 

NOTES 
Do sell this as lsirvoyance, act procognition—i plays better that way. 

‘Ofcourse you will only do this bohind the back handling when angles permit 
1l, ie, when other spectators do not have a view behind your subjects back 

AAs an alternative to the bohind-the-back glimpse, you have the spectator 
old the watch between her palms; you can walla short distance away and 
turn your back as you write down your first telepathic’ impression оп а сата. 
While you do this you have plenty of time to reset the real watch (In this case 
‘you must be sure of your spectator, ic, that she won't fiddle with the watch. 
‘and open it) 

1 suggest you use 8:20 as the foros ime since it i a psychological force— 
thus in the final phase of the routine you can ask if anyone elee received a 
deirvoyant impression. f they don't hit, it plays just as well; if they do, it 
becomes very strange indeed. 


Dawe 

‘The switch should not ook anything ike a coin sleight or move; that said, 
| suggest you take & look at Chapter Two on coin switching in Bobo's NeW 
Morzs Сом Масс, 

CREDITS 

George Blake described a watch with ‘frozen! hands in the Phoenix”, The 
walclrcase glimpse goes back at least to Houdinîs exposê of Argamasilla*™ 
and has been in print many times; all these versions involved a single visible 
‘watch, however unlike the procedure just described. 


Eno. 144; Fab, 13, 1948; page 578. 
"See Gibson and Youngs Houma On Matic, paga 251 
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CHRONOGRAM 


Ta Like the previous item, this uses a pocket watch as its central 


propi however, ve yet to figura out a way of combining the 
two effects, 

Worse, Lam not really going to describe a specific method, 
Justa presentational concept; I fatter myself that my readers 
ate astute enough that method won't bs a problem, though 1 
will discuss that a bit 

When frst heard a fragmentary description of the Al Koran 
medallion effect 1 was intrigued; it sounded likeand indeed 
seemed to play like—a miracle. However, hve a perverse turn 
Of mind in that where possible T like effects to have atleast 2 
surface logic to them—and I couldn't figure out a logical way 
to explain why a three-digit number was engraved on an 
asirologieal medallion.. unless the number was 866, 

50 1 mulled it aver for a while and finally came up with 
something which 1 sent to (the now late) Ken Brooke, and 
several years later published as KeyXnow in OCTASM (ace. 
Page 342). 

Here's another approach to the same problem. 

EFFECT 
You say that you reantty came into possession of an object — 
you hold up a small az which was formerly the property of 
highly adept occaltist. Theorizing that emanations or vibra. 
tions ofthe dead mystagogue may have been retained by the 
object, You propose atest to see if sad invisible influence are 
being picked up by your audience, 

Pointing toa spectator you ask him for any letter of the al- 
phabet; he responds with a G. 

A second spectator suggests the latter R. The third and last 
spectator provides the letter U. 


p 

“GRU you muse, noting the letters down, "They could be the initials of 
the famous painter of seascapes, Gordon Russel! Underwood. or 
possibly -just possibly...” 

You invite a spectator to come up. As she does sa you point out that there 
Aro over seventeen thousand three-letter combinations (17,576 tobe precise 
28x28 28) 

You open the box and ask the spectator to describe what she sees. It isa 
pocket watch, she says, and on a further query from you she describes the 
five-pointed star engraved on its upper surface 

‘You ask her to turn over the watch and read what's inscribed on the back. 
‘She calls off the letters G-R-U. 

NOTES 
“To illustrate the presentation Ihave given a very specilic handling, which 
is in fact that given for the medallion effect ia Al Koran's PROFESSIONAL 
PRESENTATIONS, 

Given the premise, you will appraciate that there are many available 
‘methods for achieving the effect, both in print and on the market. This shoul 
present no problem, 

Tyil however humbly point out that nocvady iva watch wira monogram. 
an object to be found in the real world—and thus less suspicions ut aa the 
figures mentioned above indicate, it is far stronger in terms of the possible 
choices than the usual three-digit nuniber. 

Though, as mentioned, Chronogram won't work with Chronologie, it could 
bbe combined with other effects. For example, the watch could have stopped 
‘when the ovcultist died, in that touching way timepieces have—and this time 
‘could match one chosen by a member of the audience. Te might even, when 
opened, play a selected iune—and if you have a fev different musie-box 
movements you could fae this in Interesting fashion...or you could find a 
thousand-dollar Hunter warch in an antique shop! 


CREDITS 
As noted in text; also Roy Johnson had a time predictlon using the basic 
Koran methodology®, and Arthar Emerson later published a whole book 
оп this approach 


Pied by Hoch Miles page 11. 
"hone But Tos Braye tn his Td Daten, pave 6 
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CROSS-REFERENCE 
‘WeBoaut: see Thinkle—page 186 
Zadiacoent: san Zočiaxis—page 285 
Speakay: sce PAct—page 673 
Cowrship: sce Quinsarion—page 67) 
Chronologie: see KeyKnow—page 342 


[1985] 


Races тинне erx another Jita flurry over the’ ethics’ of mental. First 
there waa one David Prices attack on the conveniently dead Dr. David Ноу 
i che pages of Genil? and, more recently, the far more gentlemanly and 
scholarly but just as curious writing of Рг John Booth in his Percanc PagA- 
mots and DRAMATIC Macc. 

Dr, Booth talks of how magicians were ‘dismayed’ when Hay became a 
frandulent psychic, which is puzzling în at least iwo respects. First—I know a 
great number of people in the magic community and I don'trecall ever hear- 
{ng David Hoy and his work being discussed in any but the most favorable of 
terms. Second Dr Booth seems to assume that since Dr Hov had previously 
been a magician and a mentalist that he therefore must have been a fraudu- 
Jent psychic; such is not necessarily the case. Dr Hoy had along career as a 
psychic, with many testimonials eo his abilities and never, to my knowledge, 
any allegation of fraud. 

De Booth speculates, in the latter book, about possible methods Hoy might 
Tava used, but these are orly hypotheses with no evidence whatever to support 
thera. Itis one thing for Dr. Booth o hold a skeptical opinion regarding David 
Hoy but quite another to state it as proven act, and ascribe to others views 
they did not in fact hold. 

‘There's little point in discussing Price's atack on Dr Hoy în Genti, since as 
far as T have been able to determine no one took this ‘article’ seriously. 

Related to this, hore has heen renewed interest in the problem of dis- 
daimers used by mentzlista a Lot of heat but very lite light. Ono ofthe few 
intelligent piecas en the subject was that of Dz Marcello Truzzi in a Bonus 
inser to Magick 

Teecems to mo that performers should get one simple idea into their heads 
regarding this, io wit no matter how you present it, you cannot do a mental 
affect without creating in some people a false belief—whether the effect is 
one of my sophisticated miracles (ahem!) or the Color Vision Box done on a 
‘magic-shop counter. The theme of mentalism is jus too appealing, n a strange. 
way, for most people to resist. 











Маа, Мо 5, May 1903; page 357. 
зно, 
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‘The only two ways you can keep from creating this illusion arè not t 
perform at all—or to perform an effect and then expose its workings. (Don' 
Jaugh—Kaye, in his absurd HANDBOOK OF MENTAL MaGic, recommend 
precisely nati? 

In fact—to rephrase what I saiti in PSYCHOMETRY— the idea of show busi 
nessis, in mary cases, іо create an Illusion of reality through dramatic means 
anû quite often a spectator will incorporate that dramatized illusion into hì 
or her life as a reality, Creating such a belief isnot always the purpose of art 
but more often than not it is one of ts effects—and ifthe art is competent 
executed, such an effect may well be unavoidable. 

This effect exiends further Dan one might think—on the most elementary 
level, you can, while watching a juggling aet, be misled into thinking it 
possible fora person to accomplish certain feats honestly and fairly; you de 
‘his because you ate unaware that the juggler's props are gaffed, You can thin! 
a magician to be a master of sleight-ofhand, unaware of his Svengali Deck 
you can view a politician on TV and be impressed by the breadth of hit 
knowledge, unaware ofthe electronic information promptboard built into hi 
Jectem. Th none of these cases may the performer be making any specifie 
false claim, yat you are still going to draw an erroneous assumption from it 

This happens in every walk uf ite (lat we shuld fret about it withir 
the ilhusionary aspect oF show business seems to me not only useless but 
downright ally, 

"o close let me again quote myself in content, ftom OMNIMANGY: Yes, you 
сап exploit people and rip them off with mentalism if you want to, jast as 
with any human interaction—or you can help ther, entertain them, take thei 
into a world of wonders if you want to. 

and all the abstract discussions are at base irrelevant; it comes down to, 
finally, what you personally want to accomplish with your art, 1's your art 
and your decision—and your Iie 


pem 


CHAIRVOYANCE 


аад major factor in the career of Dutch psychic Gerard Croiset has 


been a particular kind of precognitive ees. In fact, an entire 
chapter in his biography“ was devoted to this test and the 
reputation it gained for Croiset in parapsychological circles. I 
you're a genuine psychic, i's an intriguing premise for a 
demonstration of your powers IE you ace not... 
vrai em. 
EFFECT 

‘When the audience enters the auditorium they notice an 
envelope on prominent display. After you have been intro 
duced and mado your opening remarks, yon draw attention to 
the envelope and ask for the assistance of a spectator. The 
spectator comes onstage and you explain that, some hours ago, 
‘You wrote something concerning a particular member ofthe 
‘audionen; you'd like the assisting spectator to read it aloud. 

You take from its display-place the envelope and, tearing it 
open, dump the paper it contains into the spectators hand. 

He reads: "l is 4:30PM on [date] 7 am siting ir the theatre audi- 
toriumin Row S, Seat 6, anciattempting to visualize the person who 
ıl decide to sitin this seat four hours ivt the future.” 

Atthis point you stop the spectator fora moment and request 
the person in (he seat mentioned to rise She dors so, and you. 
have the spectator continue reading, 

“The person I visudtzs has blonde hair -itis à lady she has 
long Blonde air and is wearing a black dress, As ehe sts there 
are ta things on her mind there asems to be some sort of finan- 
tial problem which has been bothering her but is now about to be 
solved—and, 1 think perhaps connected with this—there's an 


Sescic Tus Cavan by Jack Harrison Pollack: 
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activity for which she has been preparing for some time which she is now taking 
steps to bring into being. She isa very attractive lady and appears tobe in her 
late twenties.” 

1s clear that you have visualized the lady accurately, and she confirms 
your reading as correct, 

METHOD 
This is an example of how the dramatic line of mentalism can completely, 
overshadow method and—in this case—cause an audience to look, figuratively 
and literally, in the wrong direction. 

The entire focus of the prophecy seems tobe the person, and that's where 
all the attention goes. aczually, you aren't predicting the person at all; you're 
predicting the seat. This being the case, It may not even be necessary for me 
бозау that the envelope isa window envelope witha pre-written description, 
and all you da is ill in the row and seat numbers where the person matching 
‘hat description decies to sit. 

This i, of course, accomplished with a nail-writer of whatever kind you 
prefez As this is your opening effect, you don't have to worry aboot getting 
the writer on; you're wearing it when you come aut, 

‘There isa bit mare to be said 

Given this premise and presentation, there are a number of different 
approaches and variations that can be used. It should be pointed out that if 
‘you are working in a venue where the seats are reserved or assigned, obviously 
‘his test can’t be effectively performed. It must be clear that you could have 
zo prior knowledge of whe would decide to sit in any given seat; thus the 
seating must be open. 

“Lets look at the specifies ofthe prediction its. 

‘There are two possibilities here—that you are abe to get a look at the people 
‘who will make up your audience beforehand (which willbe the situation in 
the vast majority of eases) or that you have no prior knowledge. 

“Taking the more likely case rst ror your soonto-be audience you decide 
on an attractive lady, and you write out the prophecy on the lines indicated 
abovo-—loaving the epaces for row and seat number blank, of course. Please 
note the Tast Tine ofthat prediction: * . appears to he in her Tate twenties "What 
you do here is knock off about Ave years or so; thus you'd write the above for 
someone you would guess to be in her early thirties. "There is not an adult 
person alive, this writer included, whe wouldn't like to be thought to appear 
younger than he or she is. 

чой also say she's attractive so she should be attractive; you want this to 
appoar as prophecy, not flattery, 

‘There's an ulterior motive for allthis, You say she “.. appears to be în her 
aie twenties," and are saying how she looks rather than her actual age, so you 
cannot be considered to be making a factual error. Therefore, when you ask 


Mexrve 
her if that is conrect she is going to agree—and the audience will take that as 
an agreement that the entire reading is correct, not just the age business. 

‘The ‘psychological reading" lines 1 indicate for the prophecy are just 
samples; you can use whatever you think will work best forthe particular 
person you pick. 

Ieshauld’be pointed ont chat you can manag to acquiro some background 
information on a specific person, and incorporate that into your prediction, it 
con make it chat mich stronger. 

Temale performers may wish to use a male audience member for this effect 
‘yon should adjust the above comments accordingly. 

Now let's consider the second case—when you have no opportunity to see 
your prospective audience beforehand, 

Given that you have an audience of any size at all, you can be reasonably 
certain that people fitting certain general descriptions will be there. A 'äistin- 
gushed silver-haired gentleman in a dark business sui" ora “lovely dark-haired 
Indy ina white dress may sound specific but you would have tobe very unlucky 
not to find one in the appropriate audience, Since you almost certainly wil 
have at least a general idea of the kind or people who wil compose your 
audience you can make some judgments about the probable age and 
appearance о! the people involved. t Youre opening for Steve and kyehe that's 
опе Kind of audience—but don'texpectto see the same people when you start 
the show for Mariah Carey. 

Letus take the dak view for a moment and consider what to da when you've 
offended the gods and they don't put anyone in your audience who remotely 
matches the description in your prediction, 

Well could happen; so we lake outa litle insurance by adding an extra 
git. 

Here weusea somewhat more baroquely gaffed envelope; thas the window: 
in the back with your prophecy as usual. In front ofthe prophecy you stick a 
dividing wall, made from the face and fla of another envelope, and glue the 
two flaps together to create a double envelope. 

In lhe empty front compartment ofthis envelope you put another prediction 
sheet: What do you predict? Anything you can foros ina reasonably convincing 
‘manner—card from a deck, word ftom a book, coin ftom a pooket and sofort. 

‘You stick down the fap of the envelope only at the center, o if necessary 
you can simply pull i open. 

Ian appropriate person is in your audience, fine; you do the prophecy as 
usual, filling in the seat designation, tearing off the end af the envelope and 
dumping the prediction out from the roar compartment. I not, you do the 
force and then show the prediction from the front compartment. 

Given that this out puts lock on the presentation, in that there's no way 
you can fail—you will appzeciate (hat you can seal this gafled envelop into 
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another envelope, which is then sealed up 1o hellandgone, and mail it to your 
program chairperson or entertainment director When you get to the show 
‘you ask the chairperson for the envelope, open i, take out the gaffed enve- 
Tope and put it on display. This is, ofcourse, dane Before the audience enters 
In the course of presenting tho effect you introduce the chairperson, who 
verifica receiving the prediction weeks ago, cte.—and can, infact, be the one 
who reads the prophecy. 

Rogarding seat designation: most auditoriums do indicate seats by row 
and seat number. You should be sure that you are able to figure out from 
‘your onstage position just what row and seat your predicted person is 
‘occupying. in some cases the spectator will he seated for some time before 
You go on; you can spot the person from backstage and look up their 
Jncation on a seating chart. 

(Note: Be sure to check again just belore the show starts—the targeted speo- 
tator might change seats; 

‘Where seating designations acen’t specific—rows of folding chairs, for 
example make sure your prediction is in very unambiguous terms— am 
sicing 5 ous up from the sage n seat 6 from the norih asl...’ whatever You 
have to do to make the position clear and concise. 

CREDITS 
Стока па бав know, davined tho test, it may well have been the inspira- 
tion fora chair test in Ange Darling TL. READ Мач and a similar effect 
created by Dr Jaks! 
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TRIVERSE 


ae any yoars aga I frst received a copy of Harry Stanley's Unique 


‘Magic Studio Catalog and was, needless to say, fascinated by 
the descriptions of the many AI Koran routines available. 
There was, however, an effect not by Al Koran but by David 
Hemingway which really intrigued mo; ie was called Triple 
Psychometry and the effect was the divination of three 
selected cards, chosen by the spectators while they held the 
eck in their own hands. 

| pat my mind to this, and after some brainwork came up 
‘vith what you sre shout to learn, Some years ater 1 finally 
bought Triple Psychometry from Mr, Homingiray, and learned 
‘hat his excellent effect was accomplished by completely 
different means! 

EFFECT 
You invite three spectators to take part, asking them to face each 
other in a roughly triangular arrangement, 

Handing one of the spectators a deck of cards, you ask her 
to shuffle t and then let the person on her lef select a card; 
she is then to hand the deck ta the person an her right. 

"The spectator holding the card notes its identity and retuens | 
itto the deck. The spectator now holding the deck repeats the 
procedure, Łe he has the spectator on his left choose a card, 
then he hands the deck to the spectator on his right; the 
spectator holding the card notes it and returns it The same 
procedure is followed with the third spectator, who may shuffle 
the deck before returning it ta you 

In spite of these extraordinary conditions, you are able to 
locate the three selected cards. 


ваз 





MIND, MYTH & MAGICK 


METHOD 
Indicated in the title, the method of this effect can be explained in one 
sentence: the deck has a one-way back design and, given the procedure 
described above, all three cards will be reversed end for end in the deck. 

Now I'm not going to kid you that this works like a charm every sime; $t 
doesn't It does Work moa of the lime, and when you da miss is usually just 
one card, hardly ever wo, and Tve never maisied on all three. However given 
the nature of out-oFthe-hands reversal methods, there's always going tobe a 
alight element of chance; the only such Tve never had go bad oa me is my 
Talismanacle, described on page 203. 

Should you miss on ons card—and I don't want to scare you off this effect; 
it usually worka fine—thore ate ways to ‘get out of it, sich as one-ahead 
gambit... but Ido not recommend going this route. Finding any of te selec 
tions is so miraculous under the conditions, T dort hinik it Wise to trade two 
miracles for what, depending on tho out you use, might be perceived as three 
‘ard tricks. Much hotter to tell the spectator you missed with that he's a chal- 
Jenge—and then succeed with him on some entirely different test. 

you ars aing a deck widi avum ay ln destin Maal due wus by dealing 
them face up аз you hold the deck face down in your hand. De not spread the 
cards face down and push the selections cut. the spectators will start thinking. 
of marked cards, and though this really wouldn't explain anything, a wrong 
solution is just as bad as a right solution. 

1 personally recommend a deck in which the one-way is indicated on the 
faces cither because they've becn printed with the indices laser to one end 
tan the other (and such decks are not too hard to find), or because you've 
scratched the index pip at one end as described by Annemann”, 


CREDITS 
Tt would be a chancy task to try to determine the inventor of the one-way 


principle; Annemann, however, brought the technique toa very exalted level, 
and probably was my inspiration forthe above routine. 


"The fn, Sumner Enea 1935, page 42. 


TRIVARICATION 


APERTE is another one of those peculiar ones peculiar in that when 
T hough of, the idea seemed so blindingly obvious that Twas 
certain that someone must have thought of it before. 

Twas nev to Phil Goldstein, however—and if neither of us 
haf heard of lt, with our passion for ferreting out every bit of 
information regarûing mentalism—then just maybe its new. 

[Wo a logical combination of tum aM Sea 

EFFECT 

You're seated ata table across from (hires spectators; you place 

carp mouth down in front ofeach. Turning your back, you ask 

sach to place a small personal object under his or her cup. 

This done, you ask that any two of them exchange cups, 
ала tell yon when this has been done. When so told, you turn 
to face them. 

Yor: say, “sunt each of you in turn to say to me, have tha— 
and ther name the ohjeet you put under your cup. Of course when 
you do this, the two of you who exchanged cups wil be lying: lets 
aoc hou: good you are at prevaricatton,” 

Bach spectator in tarn names the object he or she possesses— 
and you immediately name the liars and the trudh-teller. 

"Turing your back, you have them remove the objects and 
pat three new objects unde: the cups, to of them switch ав 
‘before—and, as before, when you turn around and they name 
the objects, you discern the truth-teller and the liars. 

"To make the final ost mora difficult, the three are to use 
coins making sure they are of three diferent values; with 
ree objects so similar, you point out, the test Is far more 
precise. Nevertheless, again you are able to detect the lies 
and the truth 
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METHOD 
Yes, yes, you're way ahead of me—it simply Tommy Dowds version of tte 
Liars plot, published in Phoenix’, wedded to the Bob Hummer Mathematical 
Card Manze principle, 

For those fey of you not familiar with the Hommerefieci you note a slight 
‘imperfection in one of the cups, and it position among the three. TE when 
you tur around, it hasn't moved, obviously the other wo cups were trans. 
Posed. Hit has moved, then just as obviously it and tie cup that was formerly 
at that position have been transposed. tt isa very simple exerciso i logic, 
and is fully discussed in Martin Gardner's Mariteexnics, Mastc AND MYST” 

‘The presentation indicated with the Liars plot and the changing of the 
objects, the coins, ete.—leads people away from the simple method, All the 
‘tention is focused on the objects not the caps -and it seems that you would 
have ta know who had which object in ordor to Eme who lid or td ehe truth. 


CREDITS 
AAS indicated intext. 





Ko. 90; Aug. 24, 1945; page 364 
"uen Hives Cotustreb sers pages 35 an 59, 
EI 


PENTAB 


SB This is not an effect, but rather an improved (ia my opinion) 


method fora particular prediction technique. 

That technique was marketed by the briliant] G. Thompson 
as Jet Thought. I's an exesTient method, and 1 have used it 
for any number of different presentations. Over the years, 
however, 1 have gradually changed both the construction and 
‘handling. and the approach { will new drecrine hae ame 
marked advantages. 

First the prediction cardo are all ће вапіс віта; there по 
Ganger of a spectator seeing that the card that comes out is 
smaller than the card that went in. 

Second—here is no counting: the card is instantly extracted. 

‘Third—there ts no danger of onc of the other cards being 
drawn out with the prediction card. 

For this you will require the following: 

a lettersize envelope of heavyweight paper 

‘five index cards, three inches by five inches 

ero sheets of onionskin paper 

ea roll of cellophane tape. 

‘ean envelope with the flap ext off, containing an 
index card 

esiz additional envelopes 

You write your prophecies on the five index cards; these 
should be single-design or single-wori predictions, written in 
Drosthtip marker large enough to be read by the audience from 
stage distance. 

‘This done, you take a to-nchTengeb of tape and stica half- 
inch ofits length to the upper edge of your rst prediction card, 


"See Inlay, page 308 uF is volume, for further information 
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abouta halkinch from the feftend; you then fold 
the tape down in half, sticking the other end to 
the other side of the card fora half-inch length, 
and pressing the projecting tab of tape together. 

‘Thus you have created a very stmple index:tab 
you do this with the other four cards, putting the 
‘ahs successively abit less dan an inch apart. If 
you kave used a matte-finish tape such as Scotch Magic Transparent Tape", 
Ue part ofthese tabs on the cards is almost invisible. 

Xo now cut two fivesinch squares from the enlonskin and, placing them. 
together, join them with a staple in the exact center and then fold them over 
‘once, so thatthe staple is now in the middle 
Of the folded edge. Put them into the envelope 
‘with the fold atthe bottom, This ereates five 
‘compartments—and int» each one you place d 
one of your five predictions. The tabs are, of 
course, on the upper edge and visible to yon. <Y 

‘This is put on top of the stack of six enve 
Topes, and the flapless envelope containing tha 
Black incer cami goes on top afa 

Jin working, you partially remove the card 
from the flapleas envelope (it appears, of 
course, that the flap om the second [loaded] 
‘envelope is that of the top ene, s0 all seems 
is)-and as you do this the spectators ee that 
the envelope contains nothing else. The index 
‘ard also, of course, conceals the row of tabs 
inthe second envelope, You push the card back 
dosen inta the flapless envelope and then, grasping the flap of the loaded 
envelope, pull it fres ofthe stack, The fap is folded down and the envelope is 
laced aside while you go through the selection procedure 

‘ally this should be one where you apparently don'tknow what hasbeen 
selected, so that you will be able te remove your prophecy before the choice 
is announced to the audience 

‘Since you knew which tab goes with which prediction, you cin now without 
looking Teach into the envelope and take out the correct prediction, The tabs. 
‘make this an instantancous move, and the onionskin separttors Keep the other 
‘ards in place. As the tab is flexible, you can fold it back behind the card as 
‘You display it to the spectators—or just keep it between finger and thumb. 

‘The chvelope is casually set aside don't toes it it might land with a thunk 
and forgotten about, and all attention is on the spectator as he or she reveals 
the chosen whatever and you are proved to bo the miracle worker they always 
thought you were. 
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LONGWAVE 


ks based on Corinda'y One Ret Card Prediction! whinh was 
in turn based on a Dai Vernon effect! 
EFFECT 

You deal out ten playing cards, alternately face up and face 
down, into two rows of five, You explain that you will attempt 
ап experiment in subconsefous perception, and ask the 
spectator across the table from you to relax while you write 
something on a small slip of paper. You do so and set the 
paper aside, 

‘You now ask the spectator to name a number between one 
and ten; the carå at this number is counted to and set aside. It 
3s, for example, a face-up card, The other face-up cards are 
turned face down and it is seen that all nine cards have blue 
‘backs—but when the spectator turns over the cheson carditis 
seen tobave a ed back, A spectator opens the prediction which 
is, of course, correct. 





METHOD 


Here we use a two-way out in combination with a highly 
ambiguous bu fairappearing system of outing, Let’ consider 
the cards tobe laid out so: 


Teram Grave To Marae, pase 326, 
PMesial Die, sk The Crys! Cob. 
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Y 
ў 7; 


All cards have biue backs and Club or Spade faces with the exception of B 
(the Five of Spades) which has a red back, and © which has a red (Heart or 
Diamond) foe, 

IFB is arrived at, all other cards are umed face down; if C, all other cards 
aro turned face up. 

Herva the counting sequence: 
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This chart may look a bit complex but iF you try the sequences with the 
cards laid out you will see that thoy are very logioal In appearance and not at 
all difficut to recall, 

Xov are, of course, careful in laying out the eards not to expose the red 
surfaces. Should the spectator name one or ten you merely smile benignly 
sand say, ‘Between one and ten, please—I don't want you to think | am trying to 
influmee you paychologically.” This doesn't make any sense at all, burt it wi 
usually serve the purpose. 


мултук 

Here's some ofthe verbiage I've used: 

^, just make yourself comfortable... relax... et your mind become passive... 
single digi, one solitary number is drifting into your field of consciousness.. uhat 
umber is that? Three? [you count}... This card. our test here has to do with 
She visual spectrum, As you know, the color with the longest wavelength e can. 
‘consciously perceive is... hat sight, red; and when we cease to perceive tas color 
ine sense it as heat, another part of the electromagnetic spectrum. Tt is odd, but 
‘that particular color—rea—can also be perceived on a subconscious level, as 
witness... [the other cards are turned over, then the chosen one}... youve an 
excelent subject. By te way, would you read what I urate on the paper?” The 
Spectator reads. "kil select the red card” 

®... just knew you could do itl" 

NOTE 
Another approach to tis same general effect s my Crimson Count tobe fond 
‘on page 470, 
CREDITS 

As indicated in text. 
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mhar follows is the very first thing Lever pat into print the year 
was 1959, so clearly T couldn't have been more than two or three 
at the tima... anyway, Bd Mellon published it in his Mental- 
"ise end started using tin his own performances. 
tis mot presented here as a period piece; 1am not, as Jahn 
Norther Hilliard once said in a similar context, antiquarian 
enough for thee. No—T thought it was good then and stil like 
und [have every intention of publishing it again in Ш. 
Ml set it down here exactly as it appeared in Mental-Wise, 
and then suggest some changes in approach. 
EFFECT 
rater interesting ing happened o me the other day, "says the 
performer. *A friend of mine who i interested in ESP thought wp 
a new test— he wouid set his waich at a random number behind 
hris back, and T aouit attempt to discern that time. However, upon: 
attempting the tet, [Jour 1 received no impressions at ail. Tater 
noticed that the wesch kada radium dial, andafter a series oftests 
1 have found that many ofthe radioactive minerals can ‘blanket 
out mental vibrations Neural patterns, sometimes mistakenly 
Called ‘brainwaves’are electrical in nature and can be recorded on 
thwelectroencephatograph, however Tame digressing, Sir [inviting 
a spectator forward], you wit! novice here tiwo ead plates These 
have been weed as shielding na reactor and have thus become 
radioactive although net, of course, dangerously so. Wite my back 
затей I reguest that you remove one of the ESP cards from fhis 
Stand and piace i between fhe twa plates. Then remove the other 
fiar ancl place fen in eis envelope and seal tt. TIT ma when you 
have dona at. 








Lour 





Aus 1099; page 2 


Мутик 
‘When the spectator indicates he is finished, the performer turns around, 
places his fingertips on the envelope, and announces the four cards within. 
He mentions that the one card whose impression he does nat receive must 
be the one between the two plates. 
(He is, of course, correct) 





METHOD 


1а that presentation, given as it appeared in Mentat-Wise, the Mellon 
Quantimental display stand was used (it only cost $12.50 back then!)— 
Dut there are any number of ways to learn the identity ofthe card. A simple 
example would be to have the spectator mix five ESP cards and deal them 
ina row on the table; they re marked, so you note the order and turn your 
back. After the chosen card has been put betwen the plates you turn back 
slightly to gesture as you instruct the spectator to seal the other cards in 
tho envelopa—and in so doing note what card is missing from the row. 
Another mathod is Handbook, on page 496, or Vespers, page 34. Method- 
‘logy should not present any problem. 

In the waka of Throe Milo Tsland and Chernobyl, however, 1 think 
perhaps we should rane dawn the ‘radioactivity’ aspeot—and cimply say. 
that tho Toad plates were used as shielding in a hospital radiology lab. 
Similarly- few people now have watches with radium dials (when they 
have dials at all), so tho intro might simply make reference to some 
parapsychelogizal experimonts you've been doing. 

That said, the basic idea is, I think, still perfectly serviceable; i's a premise 
that, within ihe structured fantasy that is mentalism, has a logical sound to it 
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STANDOUT 


SATs is a spectator-asmentalst presentation vith, 1 thin, some 


interesting aspects. 
EFFECT 

You have onc spectator select a canl from a deck, note its ider- 

city, and rerum tto the deck. She then writes its identity on a 

showcard with broad-tip marker, or slate with chalk, keeping 

the writing hidden both from you and the audien. 

uoto spectators nvied iorward and the eardeare fanned 
"before him. Cactioring him not to decide on the card at the 
face of the deck, it being ‘tno obvious, you instruet kim to look 
over all the other cards and take out th: one that seems special 
to him 

He does so, and when the other spectator tarns around the 
showcard or slate, itis sean that they have both decided on the 
same card, 

Unlike other effects in this gente, this does not require the 
second spectator to be an ‘impromptu eonfederate'. he may 
very well think he makes the decision by paychic impressions 
alone. 

METHOD 
To accomplish this you use a deck of cards which has been 
gaffed in a simple but spacial way. 

‘Tako a good quality eraser and go over the index at one end 
‘ofeach card. in doing this all you want to accomplish is a slight 
lading there shouldbe no notioeable erasure. An unprepared 
carû îs left at the face of the pack if you wish, although this is 
not really necessary, 

In performance you handle the selection as with any onc- 
way deck, s0 that the spectator card is returned reversed 
end for end 


po 
—— ‘When you fan the cards in front of the 
і second spectator, Fou da so in a manner to 
display the faded indexes; among them, the 
nonfaded index ofthe selection willstand out 
ina subtle but unmistakable way—and thus 
the spectator will, following your instrac- 
tions, choose itas his election, often without 
knowing quite why. 

It only remains to have him take it from 
the deck, ask the other spectator to show 
his writing, and thus bing tte effect lo its 
conclusion. 

NOTES 
‘There are a number of methods in print for 
having a spectator reverse his selection, and 
you may wish to use one ofthese in conjunc- 
tion with this effect 

t has probably already occurred to yon that Sandout could be combined 
with Thiverse (расе 643)—50 Ihat a spectator finds the three selections This 
‘ay be attractive in that it you are worried about the practicability ot IHrerse 
on ean do e this ay until you're convinced it really does work; if it fails, the 
spectator carries the can, not you... of course the downside of that is he. 
possibility of the audience perceiving the spectator as doing something more 
impressive than anything you've donet 

Another -admittedly chancy—way of using this deck is o reverse three 
‘popular cards, eg, Queen of Hearts, Jack of Spades, Ace of Diamonds, and— 
with theve at evenly spaced points inthe fa, faded indices visible, briefly show 
the fan to three spectators and ask them lo think of a card they see, 

You handle the denouement 2 la Tossed-Out Deck, since itis more than 
possible that toro oral of them will have thought of the same card: you show 
be cards with the 7 1 found your cand, be seated line...and avait devel 
opments... what the hell, you want to live forever? 

CREDITS 
As previously indicated, the origins ofthe one-way deck principle are (to coin 
a phrase) long shrouded in mystery. The concept of ‘fading! cards was one of 
the approaches used by Douglas Dexter in his card stab routine; his use and 
application were quite different from the present routine. 


Frentagrum, VoL S, No. 9; Sune L048; pace 66, 
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BOXCARDS 


SS at follows isa prediction technique with some new touches 


added to some standard principles, As yon will see, it can be 
employed in a variety of ways, 

EFFECT 
‘You show a deck of jumbo ESF cards in their box which in kurn 
is nested in its upturned id. You dump the cards from the bor 
into a opoctator's hands for suming. while he is dolng this you 
extract from your pocket a small sealed manila pay envelope, 

‘The spectator having mized the cards, you have him replace 
them in the bor, faze down. On top of the dock yon drop the 
scaled envelope and then place the ld on the box. You invite 
the spectator who shuffled the cards to indicate any other 
person, and You have this spectator join you on stage. 

‘You hand the hexed deck to the spectator and explain to her 
that the sealed envelope contains an impression you sensed 
of a future event, You ask her ta relax and then to name a 
number between one and ten. she names, for example, Ss, 

At this point you may, if you wish, give her the option of 
changing her mind. The number finally decided on, you 
instruct her to open the box and remove the prediction, placing 
it aside forthe moment. She then deals the cards one at atime 
onio your palm until she has reached the sixth card, at which 
Point she stops—holding that card in her hand. 

You show that the previous card was, for example, a star; 
taking the next one from the box, you show it would be a 
rete design. She is asked to show the card she holds, which 
is the wavy linos, 

Now she apens the sealed envelope and reads its prediction 
Aloud. It says, of course, “You wil think of the wavy Iines.” 








Mucor 


METHOD 


‘The preparation ів fairly simple, From a deck of jumbo ESP cards you remove 
the five wavy linea and interleave them with six indifferent cards so that the 
force design appearsat the even-aumber positionsand there isan indifferent 
gard at tep and bottom of the packer. 

‘Tho prediction is prepared and sealed in a small pay envelope; the only 
stipulation hore is that the envelope should lie very fat, Le, not have a 
noticeable bulge. 


You drop this envelope 
{nto the lid of the box, flap 
side down; on top of this ou 
place the olevon-card force 
packer, hr up, you nest the 
bottom of the bax into the 
Ti, en top of the packet, 
mouth up of course; and the 
remainder of the deck is 
placed in the box face down, 

The only other require- 
ment is a duplicate sealed 
envelope containing a blank 
piece of paper folded to 
match your prediction. This 
da in your pocket or some 
other accessible spot. 

Presentation is fairly 
straightforward; you dump 
the cards into an assisting 
spectators handa squeezing, 
the sides of the nested box to 
keep the bottom in the lid 
"The spectator shuffles the ‘deck'aclually only fourteen cards. You may 
‘wonder about this, bat consider: the spectator doesnt know how many cards. 
there ave supposed tebe in an ESP deck even Ir he did, the cards ate jumbos 
anû thus impossible for a lay parson to judge for quantity —ané the complete. 
dock will never be on display. 

‘You take oat the (empty) sealed envelope; the spectator having replaced the 
cards face down in the box, you drop the envelope on top of them, fap side 
up, Now comes the only move, hardly worthy ofthe term, in the whole routine, 

‘With your upstage hand (your side isto the audience), you separate the hex 
‘fom the lid, your downstage (andience-side) hand brings the id around due 
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font edge of the box and over i, putting itin place on top ofthe box. Thus the 
load in the lid is now above the shuffled cards, 





Audionce 


You really have little to do from 
here on in; the other spectator is 
invited up, given the box and names 
the number: When she removes the 
id, there is the prediction (appare 
ently) that you dropped in before 
putting on the Jid—and it is silent 
Proof that nothing could have hap- 
pened of chicanerous nature. 

She decided on a number, now 
she counts to it; ifan even namber 
‘he takes the card at that position — 
if an odd number, she deals you that number of cards and looks at the next 
опе. Аз the force cards alternate with indifferent ones, you can show how 
another number more or less would have given different result, 

She shows her card, opens and reads your prediction, and thus the effect is 
concluded. 

I you wish, you can have her desl the cards onto a table rather than your 
hand; you wond do this if you wanted to stress the point that you never at 
any time (ouch the cards Useful fora ‘test conditions situation, 

NOTES 
“Though described with jumbo ESP cards, vou could de this just as easily with 
playing card jumbes. Of course you would have to find the required kind of 
box, rather than the case they come in; alsa you would need five duplicate 
cards to do the routine as described. 1E yon find a larger box, you could use a 
fall deck of ESP jumbos in addition to the load packet, really don't think this 
is necessary. 








MYXTYR 

‘You could eliminate the use of duplicate cards, ir you so desired, by using 
the rentah five-aut prediction previously described (page 647)—each of the 
predictions, needless to say, covering one of tho cards at second, fourth, sixth, 
‘eighth and tenth positions. 

‘Ifyou tse eta think you should take outa dummy index card prediction. 
and seal itin an obviously otherwise empty envelope in the opening stage of 
the routine. ts innocence thus established, the Funra envelope won't come 
‘under maspicion later on. Ia this version T think it isbetter for you to show the. 
Pentab prediction first, then have the spectator show her card. 


CREDITS 
The idea af load in the Tid of a bor in am old one. The alternate stacking of 
force cards, in print many places, all tem from the Svengali principle of 


Burling Hull. Phil Goldstein was the first to apply the Svengali concept to an 
ESP deck, The envelope subtlety for the load is my own, 
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EUIS this very economical routino, with the aid of but a few very 


simple propa you are able not only to answer a hidden question 
{but to produce sm appropriato answer by spitit aid 
EFFECT 

Promasmall white envelope you extract four white cards, and 
show therm tobe completely biank On one of them your subject 
writes a word or phrase that symbolizes for her the question 
їп her mind. This card is sealed in the envelope and set aside 
for the moment 

‘Two of the remaining cards are placed together and laid 
on the subject's palm. She places her other hand on top of 
the two cards. 

Takingthe remaining card, you begin to scribble your impres- 
sions of the question she has in mind, and eventually you 
formulate an answer as you talk to her This done, you ip open 
tiie envelope and read the question; indeed your answer is 
‘correct and relevant. 

“We shall scaif the spirits agres,” you say, and ask your subject 
ta look at the cards in her hand. One ef the cards does bear a 
‘message in spidery seript which confirms your own answer to 
tha question. 

METHOD 
‘Required are four white cards (these can be donble-blank 
playing cards but ‘social’ cards, rom a stationery store, ate 
preferable); also a lightweight, white envelope into which 
they will ust fi 

(On twa of these cards, in a faint scrawl, you write spirit 
messages, one generally optimistic and one with a tone of 
warning; cach card bears an identifying pencil dot so that you 
contel! hemapart and also differentiate them from thc blanks. 





MYXTYR 

One of the message cards is at the top of the four-card packot, message side 
down; the other i third from the top, message side up 

Tn performance you show the envelope freely since the cards inside 
are white ts translucent quality will not ba noticed —and then take out the. 
four cards, 

As you explain the purpose ofthe test (nct mentioning dhe spiri-veiting. 
at this point) yeu idly show each side of each card, dealing them one by 
‘one to the table, 

This is dane as follows: 

You show the top surface ofthe top card, then executing a triple turnover 
(this is most easily dono by buckling the bottom card away from the upper 
three). The new top card (a message ou its underside) is dealt to the table, 
You now do a to-card turnover, how the new surface, anid deal this card 
(likewise bearing a message on its lower surface) to the tale. You deal the 
Tast two cards to the table fairly, using actionasimilar in appearance to those 
just executed. 

You hand one of the double-blanks (without a message) to the subject; she 
writes a word et phrase which symbolizes her question (a George Anderson 
nale) ard tire ther card face down. You slide it into the envelope; wetting 
Sour Angers from the condensation on a glass, you moisten the flap and seal 
the envelope. 

"As you place tto one side, you simply read the writing through the thin. 
face of the envelope. 

Now that you know the general idea ofthe question you can figure which 
of your tro messages wil be most appropriate. You place this message card 
оп top of the remaining double blank and have the spectator extend her. 
and. You have picked up the pair of cards with your palm up but now, 
эв you place the two cards on her palm, your hand naturally turns 
downward, so that as the cards rest în her palm the message son Mhe upper 
Surface of the lowermost card. 

Picking up the remaining card— without exposing its message—you begin 
to scribble on it as you get youz various “mpressions’ іп doing so you getsome 
{alse lead, so you scribble over and cover your notes as you concentrate, 
destroying and/or obliterating the alternate spirit message. 

Having given your answer to the question—and you do this in such away 
that it willbe a Togieal lead-in to the spisitanswer—you pick up the envelope 
and rip it open, 

Note: yon do not carefully tear offene end and extract the question card 
no, you р the envelope apart to get the card. You do this so he spectator wil 
not be inclined to try to test the envelope.) 

You read the question, and itie clear that you have correctly answered it. I 
remains only to reveal (he words o£ the spirits, 
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NOTES 
You should make sure the writing implement has a good dark lead, so that 
You will be able to read the writing n a brief glance. 

If your envelope is fractionally wider than the card, you will find that 
Sometimes, after the question card has been sealed inside, you can squeeze 
the edges of the envelope and buckle its surfaces outward. In this state the 
Writing will not be visible through the envelope surface, but a relaxation of 
tension will bring it into view. 

In the interests of psychic logic you may want tobriefly rest the peneil on. 
the cards in the spectators hand—so thatthe spirits are able vo somehow draw 
the Tead out ofthe pencil to write the message...! 

CREDITS 
"The card handling for showing the surfaces is a variant ofthat created by Dr: 
Jacob Daley for his Tera Siate Message which appeared in The Jina. The 
message reading is based on Corinda's Khan Envelope ‘Test. An excellent 
variation af this, incorporating a concept from George Kaplan's Improved 


Sealed Message Reeling", is Bob Cassidy's White Dust, which appeared in 
Maggi K" aud Cassidy's OWT. ART UP MENTAL" 





995-1886 Winder Bate, page R4 
SPINE ARP OP Mscre, page 21]. 
No. 305 Apr. 2, 1982; page 1521, 
"rins dition, rage 41 


MUTATTLE 


mae This isa someieat ore eaborate approach tothe same general 

'prsoniatiom as that of he previo eee. 

1n an early chapter of hls A SAET Iv Stcser inp Paul 
Brunton tells afan encounter witha Egyptian wondcrvorker 
‘sho impresses hin grosty wl а tex combining question 
Answering with spiriiwriting, His Account of dis test inspired 
the following 

EFFECT 

‘You show а thyee by ie Inch clas tgp mania poy envelope; 
opening it you extractasmallor whe cnvelope fon this god 
take a whe card 

You por the onvelopes away fòr the moment as you explain 
that tha subjects to write a question оп the card, and then o 
old he question card between his palms fora ov moments 
while he concentrates on the question, 

This having taken place, you scal the question card into tha 
site envelope; this in кштп is scaled in th larger anvelope 

The envelopes are left on th ain plain view and ts 
potne yon may, iyon wish, give a verbal anae io tae qucs ion 

Im any event, you presendy open the large anvelope end 
dump out she smaller one. The subject opens this one and 
extracts his card. اا‎ 663 

to find that his question is gone from tie card —in its place, 

inthe wellknown spidery sot af (e spirit, 1s a message 
which is a direct ansor o te question 


METHOD 


"The envelopes ard card used at the beginning arc in fact quite. 
erdinary--rhe subject may himself open the envelopes and 


E 


664 


MIND, MYTH & MAGICK 
extract the card, thus noting thelr innocence. Tt need only be sald that the 
smaller envelope lke that used in the previous test, is thin enough for you to 
read the question through its unseamed surface. 

In the inside jacket pocket from which you took the set of envelopes, 
апа to which you momentarily return the large envelope, are six more 
manila envelopes. 

Each ofthese is a doble envelope, and in the secret compartment ofeach 
isa small white envelope containing a white card bearing one of six possible 
spirit messages which cover Love, Sa Money, Health, Work and Travel. These 
ace, of course, identical in appearance to rho card and envelope originally 
shown—but the white envelopes ars of a heavier weight, and writing cannot 
be read through them. 

In performance you seal the card in the small white envelope as in the 
previous routine. As you talk you note the question, and from your pocket 
You remove the double envelope bearing the relevant message apparently, 
ofcourse, the envelope replaced there only a few moments before (Note: choro. 
îs only one table—that at which the sebjecr writes thus you have a logical 
reason as you stand some distance away to put the envelope back in Your 
pocket momentarily.) 

The question envelope in placed in chc empty comparat uf da du ule 
‘envelope which is then seated, 

Ionly remains to open the onvelope as required to dump out the white 
message envelope. If you are neat and/or paranoid, you might wish to have 
duplicate Kraft envelope, ordinary but sealed and then torn open to match 
‘what you wil later de te the double envelope. As all attention is on the 
reading of the message you can decide to put the torn envelope in your 
pocket, apparently think better of it and discard it whore someone can Вай 
tif they wish. 





NOTES 
assume that if you are reading this book you are fully conversant with the 
construction of double envelopes. IF not, you will ind them everywhere in 
the literature from Annemann to Zens, 

Ifyou ean find thick and thin white envelopes that match in appearance, 
for the question-reading you might simply cut a window in a heavyweight 
envelope and alter che handling accordingly, 

CREDITS 
As previously indicated. 


BACKDATE 


Sa This effect has one weakness—it must be used as an opening 
item—but I think you may decide that its strength more than 
makes up for that 

EFFECT 
‘You onter holding a pad and pen, Aftor your opening remarks 
‘you ask three spectators, within whatever presentational mise 
ر‎ бы тее ы эр, ы anch iine b big کا‎ 
naming a three-digit number. You note these down. 

You ask the last of the three spectators to join you on stage; 
when she does so you ask her, rhetorically, if there is any way 
you could have known what she or the others would respond 
in answer to your request. She says no, and you agree—but 
perhaps you could have projected the thoughts to them 

а this point you turn so that your back isto the audience. 

Pinned to the center of your jacket atthe back is an index 
cand; itis n ct secured wi a safety pin. Yon ask the spectator 
twopen the pin and unfasten tho card. When she complies, you 
ask her to read what's written on the card 

Tt says: Tuil attempt to inftusnos thros members ofmy audience 
to create a paricular hree igit number; the number Thave in mind 
is “Ofcourse the number mentionedisabsoltslycorect. | geg 

METHOD 
The prediction is written on a three-hy-fivesinch index card 
along the Tines Indicated above; the space for the number is 
leftblaak. 

A two-inch safety pin is pushed through the center ofthe 
card from che blank side, then back ont again and fastened, 
so that about an inch of the pinbar is visible on the writing 
side of the сате, 





666| 


MIND, MYTH & MacicK 





You will neca a dark-eslare jaret and a six-foot langth of orong duca 
that matches it in color. With a needle, run the thread out the middie of tne 
back of the jacket between the shoulders, around the bar of the pit on the 
message side of the card, and bask through the jacket again fasta quarter of 
an inch lawer. (The thread in the illustrations ia shown thick for clarity J 

Inside the jacket, the twa end ofthe thread arc tied together to form a yard- 
long loop, and the end ofthis loopis secured to a length 0f elastic which runs 
from one side belt loop tothe other. Of course you have to put ihe jacket on 
fr this Bal bit, 

If all this has been 
correctly done, the predic- 
tion card will tend to be 
"held against tho back of 
you jacket at he middle 
by ihe elastic tension on. 
the thread. It can, however, 
be drawn around your 
bady, under the armpit, 
and keld against a five у: 
seven-inch pad which your 
are holding as you enter 

‘Tae working is fairly simple and direct. You should enter so that the pad 
bolding-hand is downstage; thus the thread is concealed by the arm Itself and 
there is virtually no chance of the audience seeing it 





MyxryR 

"The three digits are named. You write (hem on the pad and on the prediction 
card, in the appropriate position. 

You invite the last of the three spectators to come up; as she heads toward 
‘he stage you put the pad under your arm so you can lead the audience in 
applauding her for helping. 

‘Once the pad is under the arm you simply release the pressure that's been 
holding the card against the pad, and the elastic draws it into position at the 
middle ofthe back of your jacket 

You are holding the pad again by the time she reaches you at the 
microphone, and you go through the presentation as indicated, reading the 
numbers off the pad. I is important you do this to justify the use ofthe pad. 

Now you turn your back and show the card apparently pinned there 
securely. As you request that the lady unpin the card, your hand goes under 
your jacket and grasps the loop of thread to maintain a firm tension on it. IF 
this is done itis Impossible for the lady to discover thatthe card isnot actually 
pinned lo the jacket. 

She unpins and removes the card, reads your writing, and thus the first 
miracle ofthe evening concludes. 

NOTES 
You sec now why this must be an opencr—not just because of the physical 
‘sequp, but because the dea is that the card was there In position on your back 
when you made your entrance (not, please, that it appeared there). You will, 
in making your entrance, be sure that no one can note the them pristine 
condition af the back of the jacket, Ideally you should como through the 
curtains atthe center. 

The setup here could be materially improved by using a permanently 
installed reel attached inside the jacket in place of the elastic; it is obvious 
how this would be arranged. 

А раак theme lvo considered would have to do with having arrived late, 
‘you didn't have time ta remove the dry-cleaning tag... 

‘Another presentational notion (from which derives the ttle} has todo with 
having members ofthe audience decide on a particular date, a specific year 
in history. You rattle off same real or imagined facts concerning that date, and 
‘then show that it was predetermined—a date with destiny, so to speak. 

have described how rhe card is set the first time; for farther perfor- 
mances you simply stick the pin through the card, let the thread loop from 
the back of the jacket go between bar and card, push the pin back through 
the card and close it 
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CREDITS 
The original concept of ‘pinned’ item seems to belong to a magician named 
Longucve; an improved version of his effect was published by Rezvani in his 
THE Maar Or Rezvan by Maurice Sardina. 

A greatly improved handling was developed by Peter Pit and Persi 
Diaconis and a version was subsequently marketed by Richard Himber as 
Triple Winner”, 

"To the best of y knowledge Lam the first person odd enough to think of 
applying this principle to mentalism. 


Fred 
5p RICHARD HINER: ITE MAN AND His MAC, page 8 


FOLDEROLL 


SSE This is not an erect, ora method, ora presentation; itis simply a 
subtlety to make a standard bit of mental chicanery abit more 
convincing. 

The idea is that you're holding an index card which you have 
folded into thisds a spectator names a number and when you 
‘unfold the card and give it to someone to read, it is correct— 
the angle here being that it seems thatthe writing was folded 
insida the eard and thus Jess accessible. 

Tosoc how this works, follow with a card in hand; it hasbeen 
prepared wit the usual prediction message with a blank space 
for the mumber This blank spaca is at the bottom of the card. 

The card is creased into three fold-sections; the upper sec- 
ton abit larger than a fair third, the middle section a third, and 
the bortom (prediction) section abit smaller The card iscreased 
cach way so that it wll fold easily, anû is finally folded into a 
Zácld with s prediction fln section to ihe tear 

The number, initials or what- 
eyer are called out and you All 
them in at ihe appropriale point 

‘with your trusty nail-, band: 

thumb- or Boon writer As you 

lalk abit, you now casually turn 
the card around so that che 
same section is stil facing you 
but the writing is now upside- 
down from your point of view. 
The illustrations on the next page show the sequence of 
unfolding, which is quite simple. You unfold the two front 
sections foryard and down — your finger slip down to grasp the 
naw tearsection, and the two sections in front af tare again 
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unfolded outward and down. Tn daing this last 
move the fingers holding the bottom section 
‘of the prediction in the end position keep a 
Sip on it to bend it slightly up anê forward, 
lightly reversing «he direction ofthe orcas 
So that ifanyone thinks aboutit the card will 
ook as it would if it had been genuinely 
folded as the audience assumes. 

Jt really is quite simple, and 1 willbe the 
first to aðmit that it is buut a small subtlety = 
botit is visually very deceptive, Tiy it in font 
ofa mirror anê youll see what 1 mean; even 
When yau know what's happening its almost 
impossible to belive that the prediction was 
rot always folded away on the inner surface 
ofthe card. 
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e Lie Speake on page 807, Uis is designed to be used in conjunc- 
tion with any of the many index-card paychornetry routines, 
‘This, however is not an interlude but a very visual climax for 
such a routine, 


EFFECT 
You have concluded the caré-paychomatry routine but you've 
leapt all fon epartatars an stage With the five cards in your 


hands you propose an interesting reversal. youl see Ifyou can 
activate their psychic abilities so they eam read your minit 

As you are explaining this you have folded each ofthe cards 
into quarters (the spectators writing inside), and now you mix 
them and then write something on the outside of each—not 
showing what you've written to the participating spectators 

Approaching onc of them, you ask him to name a number 
from one to five; he does so and you search through the cards 
for the one that bears rhat number. Locating it, you have him 
hold it for the moment in his clenched fist. 

You repeat this procedure with three more of your assisting 
spectators -each in turn naming one ofthe remaining numbers 
and being given that folded card to hold. The last spectator gets 
the final card, of course. 671 

‘You say that what you've tried to do is influence the five 
persons to find their own cards. Instructing them to unfold the 
‘atts and look at them, you say, “Those of you cho reesved your 
mum card, plea signify by stepping forweara and hong it above 
our head” 

At this, al five spectators step forward and hold up their 
caräs—as visual a finish and as obvious an applause cue as 
can bel 
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METHOD 
‘Those of you who recall Courtship (page 614) will already be aware of the 
technique used, for the same principle is at work hore, 

Jis uite simple: the cards are marked so that you can tell which is which 
when you've folded them into quarters. You only pretend to number them, 
simulating this action, 

‘Then, ascach spectator in tun names anumbes you locate his folded card 
‘within the group and bring itto the top; as you tall about his choice of number 
you simply write št in with your everaithful nail-writer Thats really al there 

sath ofthe effect isout ofall proportion 





to the simple means employed 

{In marking the cards, a preparation which serves double duty for both the 
presenteffect and the precoding paychomerty routine, You must as previously 
‘mentioned confine your mark to a quarter of the back surface of each cart 
The simplest method is that of visualizing a square pattern, a pencil dot at 





the spot nearest the corner of the catd indicating One, and the sequence 
continuing clockwise; the fifth car is left unmarked. For details on expanding 
this marking system—and an excellent peychometric preeentotien eos 
Rutledge and Thompson's excellent Singin’ In The Bran routine in thei 
BETWEEN Two Mine 








CREDIT 


Дв эй Courtship, the technique hore stems ftom that usod in a Bank Night. 
rouline created by Basil Horwitz, 


Pct 


Sm Ths tern is not am effect, nor is it a method—but a number of 


you will find ito be the mast valuable thing inthis section, 

Mentalists, implying as they do a unique ability based on 
some special quality of their mind or brain, are often expected 
te perform in mare or less impromptu situations, Unlike the 
musician or singer who requires instruments, arrangements, 
etê, the worker of mindreading miracles presumably really 
зеце only lus ve her ow a ram, amd thus soul be atio to 
‘demonstrate special powers on command. 

Fora brief close-up situation this presumption presents no 
“problems; there are hundreds of items available to you for such 

A siage routing, however is something else again. 1t bas to 
havesome structure, building logically ftom beginning to end. 
It has to demonstrate your abilities in a variety of ways. Mast 
importantly, to register the strongest effect it has to look genu- 
inely impromptu, the sert of demonstration yam do*offehe top 
of your head: 

My thinking here is that, seeing what you do in such a 
situation given that it is impressive—a prospective booker 
can only imagine how mach more impressive your formal 
show will be. 

Tt is, thms, clearly no good to bring out your Handydandy 
Pocketsize Mental Rpic Slate; even a deck ef cards, given the 
associations it holds, is Jess than ideal irı this context. 

What follows, therefore, is the outline for a mental routine 
‘which appears completely imprompm but is srorg and logical, 
requiring the simplest and most innocent seeming of props. For 
those situations where lhe ability to get up and da 2 show ona 
few seconds' notice could prove valuable, 1 think you will find 
il quire useful 
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1. You bagin with a nailwriter prediction using the previously 
described Földerall technique. An exzellent presentation for snch 
an effectis Phil Goldstein's Con-Izs in which he improves a 
concept of mine a beandgonc, 

2 Your second item is Thnk, which you will find on page 105 
This isa very clean reading of threo folded billet; alternatively, 
another routine (such as Annemann's Telepathy Flus) maybe 
used here. 

[BJ At this point you may optionally include my addition effet 
Janussum, found on page 489. 

4 Now youbegin the index-card paychometry routine, and in this 
connection T suggest you reread Phil Goldstein's Dene in his 
Вид Book OF Mevratisn™ for useful presentational points, 

5. Atsome juncture during the above you do my peychokinetlc- 
selepathy (effect Speaay, page 607, 

6. You conclude the routine with Quinsaton as deserved just 
previously 

I think its not too much to say that this isa perfecly serviceable act for 
prompta circumstances frankly, Lis bertor than alot of formal set acis 
Tva eooni and to do it, what do you seyulie? 

A dozen index cards a pencil and a nailwriter,,, and that'sît 
Some technical detail. 

‘The nail-writer should in factbe a Boon or a band writer that you ean get 
on and off without fussing. (should note here that while the writer is used in 
both rot and Test effects, and also in anussum if you include that effect the 
three items arc entirely differant in effect and appearance.) 

To carry this act around gota clear plastic fourtby-sixinch envelope ata 
Starionery store. The Index cards, set in order for the sequence of effects, arc 
pul la the envelope, and the Boon writer ( that's what yeu use) is stuck just 
above them onthe inner wall ofthe envelope. The pencil isa mechanical one 
(o that ite oad aways matchos the writer), and its pocket clip goes over the 
"op ofthe plastic envelope holding te closed. Thus the carde stay clean, unbent 
Andin arder and all the props are kept together Drop fr into your pocket when 
you g0 out and you are ready at any time to exhibit Your powere in a strong 
and convincing way. 

* 


Please nola that Aeris for emergency use onty—it should not he used as a 
replacement for yous regular show. Tanly bring up this point because T dont 














Magick, No. 285; Sepe 25, 1081; page 1451 
Азаматы COUELL ONE Mat Mia AND Pt ROUTINE, page 18. 
page 


MyxrYR 
want to be thought of as prormulgating a set act to be used by many different 
performers-as you probably know by now, I don’t think that any two 
performers shonid do e same effects let alone the sare act! 

Used as intended, I think you vill find this routine to be Valuable and 


worthwhile, 
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CROSS-REFERENCE 
Triverse: sce Talismanacle—page 203 
Етар хв Indiir—page 309 
Standout: see BlueCus page 699 
Quhite: sec Hallowgram—page 283 
Quinsation: sec Couriship—page 814 


MYSTYX 


[1985] 


THOSE or ou with a passion for minutiae may recall something ofa tempest- 
in-atalking-teaketile which brewed up in 1979. Phil Goldstein and 1 had 
contributed a piece to the periodical Magick! in which we gave credits and 
sources for the material in a then popular mentalism book. We were, in fact, 
roundly criticize for what was perceived as a breach of good manners-and 
many were the speculations concerning what our real motives were— 
‘pecause...afterall_..credits aren't that important, are thoy? 

‘Thank you for asking, 

Iis quite simple, really. Only a brief philosophical hopscotch will take us 
fom not caring who originated somedhing to wise pruperty ity w whi hs 
Tight to perform ii—and when we've made that last jump, and think we can 
perform anything we want without caring how we got il, we've bacome—or 
are about to become—thiewes. 

Let us be very clear about this: performans material is real property, and 
‘hasbeen so defined in courts of law. Within it, particular expressions of common, 
or general ideas are protected. You can’t protect the idea of a boy-meets-gitl 
ove story; but ifthe boy is Oliver and the gil Is Jenny you can protect the 
specific Love бтоку you tell about them. 

(NOTE 1993: recent court cases have also found that a performer's style can. 
be protected~that the particular way he or aha performs is the performer's 
‘property, quite separate from the performance material itself. McBride and 
Burton clones please note) 
is obvious to anyonebut I've met an awful lot of 
magicians and mentalists who, accepting its validity for every other form 
afentertainment, have never even considered the possibility that it might 
be teue in their own field 

As an analogy to the abave example, it is clear that when Richiardi makes 
alady float in the air, he general idea of what he's doing is part of the common 
currency of magic—but if he has her lie on a bare but mist- shrouded floor and 
begins the levitation sequence in that manner, Lhat distinctive approach is his 
and should remain so, atleast during his lifetime 





No 237, Bonus Trsert; Ang 3, 19/4; page ts 
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"Time and again we hear that *... nobody ever invents anything... there's 
nothing really new... it's impossible to tell who really created a trick... and 
so on. FIL only say this about such statements: if you step in them you 
should scrape your shoas. 

struc that, for the point of view of many people in magie, unaccustomed 
to expending any effort whatsoever in tha puranit of thoir craft, the search is 
‘00 much trouible—but if you posed problems concerning the genesis of a 
magical effect to any student historian or genealogist, they'd consider such 
asks tobe relatively simple. The majority of modern magical or mental effects 
havea history of less than two centuries at most, which from the standpoint 
of a competent researcher is no time at all. (There are 4 few effects Cups 
‘And Bells say, or the Cut And Restored Rope hose origins arc lost; but these 
form a vary amali minority.) 

Teouldgo on about this f)! could point out that iFyou spend twenty hours 
at your jol and with the money buy a TV setand I steal it, clearly tim a thief, 
it therefore follows that if you spend twenty hours coming up with a presen- 
tation for a mental oz magical effect, and [steal hat, Lam at least as much a 
thief more, actually because 1 have taken something unique and made Iles. 
89, devaluing i. T could point that ous, but T won. 

Instead 1 will relate this to something I said in my very first mentalism 
book NEW THOUGHTS FOR OLD, something which I've had occasion to 
repeat. Magic and montalism are supposed to be special which means, 
onthe most elementary level, that your audience shouldn't be able to move 
Their lips with your patter; you should be a nes experience for them, some- 
thing they have never seen before, no mattor how many magicians or 
‘mentalists they may have seen. 
have to admit 1 take a very hard line on this—1 won't perform anything 
ve heard is being used by another performer. Let me gently point out that 
‘his is hardly a hardship; given the amount of material available, if every 
performing mentalist in the world changed his act every week, each doing 
unique effects, itd take decades for us even to dent the materi 

thas slwaya bean a pasele to mo that anyone Would ever want to do an 
effect already being performed by another; what's the point? At a magic 
convention, in an Fear: fare better thare-you or I've got-more-Zombie-maves 
situation, it may be a less han maturo approach but i's excusable—but out in 
the real world of show business isa luxury we can't afford. 

At one point, a few decades agp, copycat nearly destroyad magic os a 
performance art by making it seem a refuge for incompetents who couldn't 
Þe real performers. It could happen again—and while mentalism is not quite 
as susceptible, thc hackneyed mannerisms of many mentalists have already 
Sot the Beld up as a rich subject for parody. Originality has to be applied to 
approach as well as material 





Misrix 
[As of right now, mentalism and magic appear to bear the same relation to 
popular show business as antique chairs doto the field of farniture—interesting 
‘Period piecos, oñen highly regarded by a select few, but not of much prac- 
tical use to anyone, whatever their opinion. 
Tt deserves better 
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Ea poplar cass of mental effec, falling somewhere between 
paychomerry and Who-Has:What divinations, 1s that in which 
you connect varices spectators with their writings. There have 
been many such routines in the Titerature, from Lyons 
Graphology? through AstroPsychometry (Fogel and Corinda) 
to Phil Goldstein's Desires, Here is the first of two approaches 
to this effect 

RFERCT 
is the usual one. Here, specifically, thee spectators are 
your subjects. A pad of paper and a ballpoint pen ars the 
only properties. 

"Turning your back, you have each spectator in tuen pick an 
‘alias'—a Tamous person he or she wouid Nike to beana write 
it down on the pad, then removing the papet "The three slipa 
‘of paper are mixed and handed to you. 

Ofcourse, you carefilly proceed to match each alias with the 
spectator thinking of 





METHOD 
Here 1 am going to give you a method...and a sortof 
method... and a maybe method. 
‘The method best uses a new pad, though it can be success 
fully employed with one not quite so fresh. The principle is | 683 
simply that the frat paper written on will have only iis own 
writing: tha second paper will have its writing, of conse, and 
also an impression of the writing on the first paper, caused by 
tha preasure of tho bal-point pen; the third paper, (nen, will 
have ita writing and the impression of the writing done on the 
Best two papers. 


The Jine, Ko. 26; 1an. 6, 1940, page 403. 
PUE PUn Uc Or Meca, pg 4 
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Since you directed each spectator in turn to welte, you know the order 
in which they wrote; knowing the order of the papers obviously matches 
up the writings, 

The kind of method depends on a knowledge which, as it happens, is 
possessed by quite a number oF mentalists, ie., the techniques of graphology. 
You simply use graphological analysis to determine the general character of 
ihe writer, and then match itup with what you know of your three subjects. 
While this technique can't be axtended to any great degree, with only three 
People itis not all that difficut, 

The maybe method also depends on your knowledge of the spectators, 
which should be a bit more complete than required for the previous 
‘method. Here you actually de what you are claiming to do; you look atthe 
alias and use your judgment to determine which of your three subjects 
‘most likely wrote it. 

‘This may seem a bt far-feiched—but, before I came up with the method 
first described, I used this technique of genuine analysis quite a bit it really 
isn't all that difficult, An outstanding exception to this general success 
happened those times T would try it on performers of any kind actors, 
‘magicians, politicians and so forth—anð, given their ability to present an image 
‘which might or might act tally with their real personalities, Tsuppose Tahouid 
kave known bettor than to try. 


CREDIT 


‘The alas presentation is Oscar Welgle's, and 
Goodrumvs Yov'o Bi Sumsen 








appeared in Parrish and 


aei 


PSIDENTIFY 


MEVS cca of Uis is very dose t that of tbe preceding 2rdonym, 


butthe method is entirely different, It stems from a problem L 
set myself; 1 had seen, and often used, several ofthe routines 
‘where index cand are passed out toa number of spectators who- 
writ an item down~alia, birthdate, question, etc —he cards 
then being mixed and handed tothe performer who proceeds 
{ta match the cards correctly to the spectators. 

вестей to me that it might bea litle more reasonable and 
less trouble if the performer passed around a pad and had spec- 
tators write down something, a!l ofthe spectators writing, in any 
ord, on the np sheet. Getting tho pad back the performer would 
Proceed in mavaaling who wrcta what as usual 

“Having come up with aTogical procedure, Iwas absolutely 
stumped fora workable method for several years ie wasn'tuntil 
I connected a specific presentation with i that the way to 
accomplish it became not only obvious bnt easy. 

EFFECT 
Showing a spiral-bound pad, you flip open the cover to show 
thatthe insida caver has a list ofsaveral vains from the James 
Bonā novels—DR NO, GOLDFINGER, etz. ~and having done this 
you write a vertical ow of numbers from one to five down the 
left edge of the top sheet af the pad. 

You explain that each spectator în turn is to decide on which 
ofthese villains he or she would like tobe, and write that name 
opposita any namber on the sect. In this way, you explain, it 
is insured that two people don't decide on the same character. 

When the spectators have complcied their ask they hand the 
pad back to you. You proceed to tell each spectator his or her 
choice of villain 
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METHOD 

You accomplish this by doing vwo things—the first is to limit the field of choice 
by providing a list from which to choose, and the second is by differentiating 
the selections within that feld in a special way, 

Lets consider: 

[DR NO... DRAX... GOLDFINGER... ROSA Kuma... BANST STATRO 
BLOFELD... DONOVAN GRANT... Lë CHIFFRE. 
villains all, each with a distinctive nature. 

Aside from differing matures, those unpleasant folk have another distinc 
tion: their names aro “physically” diferent enough that you can tell which one 
of thems is being written from the movement of the pencils 

D. No, for example, is two short movements; DX, with the вате 
number of letters, is one continuous brief movement. Rosa Kisus and 
Donovan GRANT are differentiated by her short first name and the crossed 
‘T atthe end of his, 

Tis, fn fact, avery elementary form of penciireating notat ll difficult to. 
do, Given the basic principle you will appreciate that you can employ itio 
clock names which ft your requirements (Le, different in the penc move- 
ments they create), using any logical class or group, from heavy-metal rock 
musicians to demons (there isa difference). 

Since you know what ihe person has written the moment the writing is 
finished, you could divine the five chosen names without ever getting the pad 
back. Dorit do this; the effect as it stands is quits strong and If, as it seems, 
You have to loak at the list te know what the five cholcos are, the implication 
is that you don't know anything about their choices tnt! you do this. This 
procedure, believe, conceals the method abit better. 

NOTE 
‘There are a couple of interlocking considerations we might play with-first, 
it takes a bit of ime foz the speclalors to write aut the list; and second, you 
don't want to appear o be staring at each spectator as he writing is done. 

My thought here is to begin the effect Qn, while the spectators are 
Alling our the list, do another quick affect which involves the wearing ofa 
blindfold 

‘The blindfold is a simple faked one; I recommend the Annemann tolled 
handkerchiet® With this, ou can, without any fear of detection, observe the 
spectators as they write. 

“The effect should be, 1 repeat, quick—and simple; Anmamann's Par Optic, 
Vision? would be perfect 





Sce Sacco Vision by VIDI Dexter, page 3. 
p 


Мүзтүх 
(NOTE 1993. Alternatively, you might stay with the Bond theme by doing 
aguick peekbook or rifle force divination from one of the Bondi paperbacks. 
rou find information on this in the MINDSCRIPT 1 section, page 383.) 
CREDITS 
‘Fencibreading has been azound a Tong time; the most direct antecedent of 
Psidentify would be Martin Gardner's Are Yau Psychic?” 
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eiie, Vel. 5, No. 9, Tuly 1970; page 35. 
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am wnat flows is simply a viual notion and accompanying method 
fof myown allied with an Annemann presentation and a Peter 
‘Warlock concept 

EFFECT 
‘You show two thin boards, each about seven inches by tan in 
size; the front surfaces have been covered in what appears to 
bbe white plastie Gontac™ type shesting, 
On one of the boards is he classic symbol for Male; on the 

other Female. 


You say you will make a prophecy for a lady; picking up the 
board with dhe Female symbol, you write something in the 
central circle and, without showing i, set the board aside. 

You now spread out a deck of cards face up, and instruct 
the lady to look over the cards and to touch her choice; she. 
does so. 

Picking up the other board (withthe Male symbol, you write 
another prediction; this board is also sot aside 


Mysryx. 

You gather up the cards and spread them again, this time faos down: A 
zentieman touches any card, which is then shown. 

Taking up the boards, you talk for a moment as appropriate and then turn 
them around, Hoth propisecios are, of coursa, correct 

METHOD 
You will hardly nsed me telling you that the deck isa rough-and-smooth force 
“pack, and that while the lady has a free choice from among the twenty-six 
indifferent cards, the gentleman's chaica is forced. Neither will you be 
surprised to learn that 2 one-ahead principle is used. 

"The exact particulars, however | thirik you will find interesting, 

‘The two boards each have a magnet embedded in the center; the neatest 
way to do this isto cut a hole of the proper size In the board (the thickness of 
which is determined by the size of the magnet), install the magnet in this hole 
and then cover both sides afthe board with a thin vencer. 

(One ede ofeach board is then further covered witha sheet ol erasable plastic 
Yelleda™ surface, availabe im art- amd office-supply shops 

‘The best way to put the actual symbols on the surface is to cut them out of 
black Contac or othar seladhesive sheets, or ta uve black tope, le no good 
уй to paint the designs on; they will chip away with any use at all 

"This completed, the only other thing required is a disk of thin tin, (dene 
tical in size to the circle portion of the symbols; this also is covered with 
tho Vallada sheeting. 

‘Preparation for performanca only requires writing in the name ofthe foree 
tard on the Male board (in the circle, of course) anê then covering with the 
disk—which is held in place by the magnet. Thus both boards appear blank at 
the beginning ofthe routine. 

Saying you will write a prophecy for a lady, you pick up the Female board 
and serie anything you Ie in the circio, setting (ho board aside without 
showing the writing. 

"The lady then makes her choice from among the facing canis ofthe force 
pack, 

You then say you will make a prophecy for a gentleman; picking up the 
Male board, you write the name of the cară just chosen by the lady on the 
disk which is clinging to the board. This board is likewise set asido and the 
gentleman makes his ‘selection’ from the now facedown force pack. 

Picking up the wo boards, you bring ther together as You talk the Female 
‘board behind the Male. Your thumb contacts the disk and the two boards are. 
slid apart—bot the thumb keeps is pressure and che disk is thus transferred 
from the Male tothe Female board, where the thumb aligns it correctly in the 
symbol circle. 
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This done you can turn the boards around to show Supernaturally Successfti 
Scershipt 

(NOTE 1993: This cffcct is now available in a beautifully-produced versior 
‘mamufactared by Ton Onosaks of Japan's Magi Land.) 


CREDITS 
The Laiy.anc-Gentleman plot for two predictions is Annemann's, witha nod 
to AI Baker's Two Souls* The application ofa rugh-and emperh pack to dual. 
choice routines is an idea of Peter Warlock's © 


"ste Hn SEI A Seen, page 43. 


$A description of this originally marketed affect can he found o page 17 uë Hugard's 
затое Ог Сло тта 


"зе Sickie in Willanes етно Ро Мода No 7 page 7, 


SYNCHROWAVE 


Sn Synchrvincidence (page 31) | described my approach to a card- 


matching effect. With it I wanted to eliminata weak spots in 
preceding versions of the effect. 

Of course Synchroincience had its own weak spat, and I've 
created this version to.. ah, there's no end to it! 

EFFECT 
‘You hand ablue-backed deck toa spectator forshuflling, while 
you do the same with a red deck 

‘This done, you spread the blunbacked deck face down on. 
the table, Seeming to study the spectator for a moment, you! 
look through your red deck and remove a card; let'ssay irs ће 
Four of Diamonds. 

Now you slowly pass your extended forefinger over the 
spread of blue-backed cards, and stop en the card indicated 
by the spectator. At this point the spectator has the option 
of changing his mind and selecting anctor card. In any cese, 
a card is decided on. 

You slowly remove it from the spread and turn it face up— 
and it, too, is a Four of Diamonds. 

METHOD 
This is accomplished by a very simple move, presently to be 
described, and hy the use of what must be one of the mare 
peculiar faked decka in the literature, 

"The deck is best described as a Color-Changing Rough-And- 
Smooth Doublo-Backed Force Deck, 

Well, maybe that's not the bes description. 

the deck consists of twenty-six identical pairs of cards 
Each pair is made up of a blue-backed Four of Diamonds (for 
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example), roughed on its face, and a red'bhie doublebacker, ronghed on th 
blue side; che pairs of cards are assembled, of course, with the two rougher 
surfaces facing each other, 

‘The assembled deck, red side wp, has a single red-hacked card on top; thi 
card is not roughed on its face. This deck is in a red case; on ordinary blur 
eck faim a blue ease. 

1а performance, you hand out the blue deck. for shufMing; as the spectato 
does this e will note that i isan ordinary and complete deck. You ovechanc 
suff the rec dock quite feel, showing all those redbacks, and either keep 
track of the single card with a jog, or trim it short, so atthe finish of your 
shuffle you can bring it back to the top. 

This dore, veu execute a sort cf half pass. y which { mean that you turn 
ver the rest ofthe pack under this top single card 

‘You now hold the gaffed pack from above in your right hand and take the 
blue pack from the spectator inte your left hand in dealing position, 

Turning to the table, you note that you left the card cases or some other 
‘ject inthe way; you plaoe the gaffed deck into your left hand above the 
blue deck, keeping the two separate with the fingers, and remove the clutter 
from the table. 

Your night hand now comes back to your leftand removes the gaffad deck, 
‘but the left thumb draws off the top (radside-up regular) card onto the genuine 
‘blue deck beneath, The right hand now immediately spreads the gafed deck, 
blue side up, on dhe table; the spectators see what is apparently your red deck 
stil im your hand, 

You pause for a moment to allow that red back to register, and then tarn 
the deck face up. Spreading through the cards, you locate the Four of Diamonds 
and remove it ftom the pack, dropping it face up on the table. In doing diis 
take reasonable care not to expose lts back (which is supposed to be red but is 
of course blue. 

‘The spectator directs you toa particolar card (actually a pair) -and as you 
remove & frotn the spread you separate it from the card below, since a blue 
back shows on this lower card, all seems fale 

"remains only to turn the force card face up and shove the perfect match. 

NOTES 
‘When you put the Four of Diamonds from the regular pack on the table, you 
put the supposedly red-backed deck down on the table abit to the rear of it 
e rod back of the top card showing) to subtly reinforce the back color. 

JE you want to live dangerously, instead of simply taking out the Pour of 
Diamonds yourself you could doa classic force of ће deck being held face 
up, ofcourse, and the card being touched by the spectator eather than removed 
(unless you mally want to live dangerously), 


Mysrex 


CREDITS 


‘As with Sypchrotncidence, the basic idea--amd the genesis ofthe deck switch — 
ome from Robert Parrish's effect Synchronism in the Parrish and Weigle book 
Do Trát АВАМ A related effect, Contrasting Prediction by Phil Goldstein, is 
to be found in his book Notions 
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SPYWAVE 


ST Continuing our adventures among the Rough and the Smooth wr 
come toa new version of Spyhale (page 312). The group бот 
which tie selection is made remains the same, but a net 
approach to the revelation of your prophecy is here describe 

EFFECT 
Yon show two packets of cards, One is à Full set of alphabe 
conde he thor ie a dock of trant five vord onrdo, oach oor 
bearing one of the following words: 

PING SPONGE SON FIG SAGE 

PONG SPA SING ЮЧ PIE 

SONG SIN SINGE AGE SAG 

BON PINE PAGE МАС SNAG 

SINE SPINE — SPIN — ONE IN 

You take the alphabet pack behind your back for a moment 
saying you are going toarrange a prophecy. Bringing the card 
cut, you hold the packet upon display while a spectator mixe 
the word cards and then freely makes a selection from amon 
them, 

‘This done, you slowly spread your pack of alphabet cards 
as yon do so itis seen thata namber of cards have been reversar 
at various points in the pack, When you have spread all hı 
cards, you lift rhe fan to shaw its back and reveal the identitie 
of tho reversed cards 

Ив ееп that the revorsed cards spell ut, in order fm lef 
Po right, the selected word, 


METHOD 


‘The alphabet deck is gaffed, of course, and to make it yor 
will need a complete set of the twenty-six eters and ont 
extra E card. 

















Mysrvx 

Remove from the deck the lees ESP--O-N-A-G these cantsare treated 
‘with roughing fluid on both sides. 

Nine of the remaining cards are roughed on the backs; the other nine 
on the faces. 

"The cards ate then assembled into theee-catd pockots. The top card, face 
down, is roughed on its face; the middle card (from your ESPIONAGE set), 
fce up, roughed on botk sides; and the bottom (face) card, face down, roughed 
on iis back. 

‘The packets are them asserabled into à complete dack im the order of 
the word ESPIONAGE, so that the beginning E is reversed іп the packet 
on the face ofthe deck; the S, also reversed, is the fifth card froma the faca— 
and so on. 

A study of the list of words will show that any of the twenty-five may be 
spelled from the letters in the word ESPIONAGE, iı the same order as thy occur 
in that word. 

Your apparent altering af the cards behind your back is simply bluff; you 
do nothing, You shoul, however, do enough fiddling around with the cards 
So that it would seem you've had time to do somethings if, asit happens, the 
spectator chooses the word SPONGE, you willbe showing six reversed cards, 
So the cards should stay bebind your back long enough tori tobe possible tor 
you to have performed the supposed necessary actions, 

‘After the word card has been chosen you spread through the face-up 
lphabot packet, pushing each. of the three-card packets as one card and sendy 
Spelling ESPIONAGE. Of course each time you come to a letter which appears 
in the chosen word you separate the three cards to show the reversed card. In 
Jour count each three-card packet counts as ene letter in ESPIONAGE. 

When you have gone through all the necessary letters and the reversed cards 
ace visible in the fan, you simply Tift the fan t show these reversed cards— 
and it is seen that they correctly spell the chosen worl 


CREDITS 


“The preparing of cards to show revorsal via thrae-card packets isthe invention 
ot Peter Warlock’? 


адаа рити ро рмен, pags 17: and iter Pentagram, Vol, 11, No, 10; 
1957; page 75. 
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TURNARY 


che foregoing, this owes a good deal to Peter Warlock; itis, 
in fact, an elaboration of one of his creations combined with 
other concepts. 





EFFECT 
‘You show three wrapped packages—numbered 1, 2 and 3 in 
Dold black marker—and hand one each to three spectators. 

‘Mention fx made af the fact thet Бето апо гос Бабо тев 
of making choices: frs, simply making a decision; second, 
‘making a choice from a specific group; and third, making a 
bblind—random— choice, You'll attempt to influence choices 
made in each of those ways. 

You remove a deck of cards from your pocket, along with a 
slip of paper, and invite forward the spectator holding Package 
No. 1; she is to decide on any card in the pack and make a note 
of ton the slip of paper. 

For the spectator with Package No. 2, you spread outthe cards 
face up and she simply names one. 

“The spectator holding Package No.3 touches acand.atrandoma 
from the deck spread face down for his selection. 

This completed... 

you ask for Package No. 1 and open it, revealing a cased 
deck of cards; you spread through them with faces toward the 
audience and опе card is seen to be reversed. hack out. You 
aste the fest spectator to name her thoughtof eard, and when 
the card is tured around itis, of course, correct. 

Opening Package No. 2, you show the second spectators card 
tobe likewise reversed. 

You direct the third spectator to open his own package and 
spread through tho cards to find the reversed one; he does s0, 


Mystvx 


and when his chosea oatd (unseen up to nov) is turned over (or taen from 
‘hls pocket) it matches the reversed card. 

METHOD 
"There are few surprises hore. Tho fest spactator writes her solection on the 
‘paper with the deck as a writing surface; this deck sin a Mental Masterpiece 
case, thus when yeu remove the deck you get an impression of the writing 
anû know her card. 

This dock is a rough-and-smooth forcing pack, and the selections made 
by the second and third spectator are just as in Givclet (page 638)—v.g, the 
second makes a free choice from among the twenty-six indiferent cards 
as the deck is spread face up, and the third gets a force card when the deck 
Is spread face down. 

Concerning the packaged decks handed to the spectators: 

Deck No. 1 is a standard Ultra-Mental Deck; Deck No. 3 is an ordinary deck 
sei the force card reversed in the center 

Deck No. 2 is a тоте special, To make it you take from a double-faced 
pack those cards ome side of which will Show dhe same faces as those visible 
‘hon the rough-and-smooth fercing pack is spread out faca mp, 

These twenty-six faces are roughed; each is paired with a double-backed cand, 
ona side af which has heen roughed, Unless you want to memorize the order 
yox must mark he supper surface of the pair to indicate the card that will be 
revealed face up beneath it. 

"The twenty-six pairs are then assembled into a deck. Ta simplify locating 
the correct pair, you might arrange them so thatthe hidden surfaces in this 
pack are in the same order or sequence, asthe visele cards in the rough-and- 
Smooth forcing pack. Ia this way, when the epociator ramos his card, you can 
see where it is in the spread and thus estimate about how far dawn itwill be 
fn Deck No, 2 which you hold 

Performance is straightforward; after the selections as indicated you open 
Deck No. 1 and show the named cord reversed as per the standard Ultra- 
Mental handling, You know this card from the Mental Masterpiece case and 
‘hus are able to show the reversed card bore the spectator names it. 

Deck No. 2 is handled in more interesting fashion; yon spread it faces to 
the audience and split atthe proper par. You will see the fare ofthe named 
card.-but the audience will sce the back of the double-backer nent to it. 

Given this situation, you can now turn the whole spread of cards around, 
‘showing the face of the named card. Tt is impossible for the spectators to know- 
that е face and hack belong to two different cards! 

Deck No, Sis perfectly ordinary, and the revelation in he spectators hands. 
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My reason for describing this routino—aside from the logical-seeming. 
sequence of choices- is that for each revelation in tarn the method dosesdoors 
on the analysis of the procedure, In the first and third cases you do not even 
appear to know the name of the selection; similarly, each revelation seems 
even more clear: cut than the previous one. 

Granted, these may be subile points~but for the right situations they can 
bbe very important and valuable. 

CREDITS 

“The basic structure ofthis routine is based on that of Peter Warlock's Double, 
‘Double which appeared in his magazine Pentagram’. The double face double 
back deck is the invention of Lewis Ganson, and was used in his Mickey Fin 
Routine which appeared in The Gen magazine! The Mental Masterpiece case 
3s, of course, Annmann'si 
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"Syl. 9, No. 11; Man 1954, page 225. 
"Arzan Мент. $лявлт Етттетз, рее 5. 


BLUECUE 


amin MKT YR I described Standout (page 654), an approach to 
assisting a spectator in finding a chosen carg; here's another 
‘way, coming at the problem from, ah, dhe other side. 

EFFECT 

Spreading a deck of cards face up before a spectator you have 
^im decide on one. Moving back to your table, you ribbon. 
spread the dosl and invite another opcctator va (oko part The 
deck is spread face down. 

‘You tell her to et her hand move over rhe cards and when 
She feels there is somerhing special about one card ip particular 
to let her band drop on the card. 

‘Tho card is pushed ont of che spread and the first spectator 
is asked to name his selection, He does sand of course the 
lady's choice proves to be correct. 

METHOD 

You need two blue-backed decks with similar yet distinct 
patterns. Rough the faces of twenty-six cards from one deck and 
the backs oftwenty-six cards from the other, and assemble these 
two sets of cards into pairs in the usual! fashion. Neither order 
nor identity ofthe canis is important, though its probably better 
1f you use a random selection of twenty-six forthe Firsts, and 
the complementary wenty.six which wil complete a deck from 
‘he second set 

Tn performance you go to a spectator well away ftom your 
‘able. You spread out the pack face up and ask him to decide 
on one. Just rouch any on,” you add, and you do not have to 
make this loud enough for everyone to hear. 

Noa have, ofcourse, been spreading the deck from left io right 
in the usual fashion. Whon the spectator touches a card you 
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‘break the deck at that point momentarily, perhaps murmuring, “This one? 
The action, however, is notas innocent as t appears. 
What actually happens is that your right fingers draw off the lower card o 
the pair, while the upper card remains at the face ofthe cards in the left hand 
‘After the briefest of pauses your hands come together again, 





‘The effect ofthis isco transpose the positions ofthe upper and lower carde 
of the pair ‘The dock is squared. 

Rerorning to he table, you turn the cards face dawn and give them a brisk 
bbon-spread. Because of the transposing, you will soe that one card with an 
dé back i visible; his is in fact the chosen card 

So you see where this is going... he lady is invited up and directed as 
described; she pushes cut the ‘odd cad, and the effect is concluded. 

Since all the cards are blue backed, unless the audience is right on top of 
the table everything will appear fair-at the same time, up close the differ 
ence will be clearly discernible. 





NOTE 
Depanding on which two backs yenı pick, you canı make the indication as subüie 
oras broad as you want. With a atibte difference it can often happen os with 
апала Ва! he spectator really doesn't know how she or he makes the 
correct choice. 

CREDITS 

The move as such (the transposing of bwo cards in a rough-and-smooth deck 
for latar display) is Ed Matlo's™”. A praccursor of this routine might be 
Cagliosios Spectacles, an effect of Bruce Elliot's which appeared in his 
Phoenix! 


© Sen page 13 oF tra Засна Revesten by Eddie Fields and Michael Schwartz. 
"No. 15; Oc. B, 194%; page 184 


CRROUSELL 


ayat flows here is a routine for the discernment of throe thought- 
of cards, Certainly it is not for everyone, bul here are those 
peculiar readers who willadapt;t an play with the angles and 
end up with something Very special 
EFFECT 
‘You are seated at a (ble across fom three spectators. One of 
хла Ооз sues the deck atid dion you explain that 
‘you are going to have choices made ш three different ways. 
(Gound familiar?) 

Tha first spectator takes the deck under the table and turns 
roughly malt the cards face np an the resi He brings the cards 
out far enough to spread through and take ihe Arst face down 
tard: without looking at, he takea it from the deck and places 
it on fhe seat of his chair (shore mone ca get ¢ hou eut 
owing? 

‘The halves ofthe pack ae brought up and placed in front of 
the second and third spectator, 

Picking up the cards in front of the second spectator, you 
spread them before her, munning the cards from your left hand 
so right as yon ak her simply io Chink of one, 

She does so; giving the packet a few cuts, you drop it on 
the table. = 

Turning to the third spectator, you say, Weve gor abour raent- 
six cards here. Think of a number between one ard twenty-five; 
тош Гат going to deat he cas face p, and 1 owe yo 
to remember the card that appears t your number T will deat 
through ай йе сал, во da tll me when youve seen your card 
don't ant arg nis." 

‘You sult rhe action othe Word dealing tho half pack face up 
onto the table, and he spetiaor thinks oF card. 
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Аз you ask the two spectators if they are sure they have their cards fixed 
firmly in mind, you riffle the halves ofthe deck together and give the full 
deck a mix 

Obviously, at this point you are going to name tho three cards, revealing 
(heir identities in a (hopefully) mysterious way. 

‘but since the manner of the revelation le inextricably bound up with the 
‘method, letus proceed directly there. 
METHOD 
o backtrack a bit-ihen, at the beginning, the shufled deck is returned to 
ou and you pt it under de table, ou single-handedly Hip over and square 
the top card, alimpsing it. 

Tims when the first spectator turns half the pack face up, the glimpsed card 
becomes tha tap card of the face down Tower half; this is the card he sits on. 

Spectator Two is the toughie, because this one is based on sheer technique. 
T is only as you begin to spread that you tell he to think of one—up ull 
then she doesn't know what she's supposed to do, and by the time she real- 
es it several cards have gove by. A moment ler you say, ‘Do you have ona” 
and lower the cards, getting a break beneath the last one you have spread, 
You keap the break as you cut the cards. few times and then catat the break. 
1f you nave done all this properly the chances aro very strong that the thought 
of card is one of the half-dozen or so cazde atthe face ofthe half pack. 

The third spectator's chotoc is completely legitimate and is done just as 
described. 

However—when you rifle the halves together—you don't really; yow do a 
pullthrough, strip-out, whatever, so that Spectator Two's half deck ends up 
‘on the bottom of the reassembled pack, 

+ 
Note: Regarding the false shuffle: as I have had occasion io remark in the past, 
Lamby no streteh of the imagination what might be called a cardman. shes 
forme to da something as a regular thing, 3t has to be simple and convincing. 

The false shuffle Tuse in this situation is one not highly regarded among 
the cardoscent, but it gets tho job done and is quite convincing to lay observ- 
ers. t'is tho Hugh Johnston shufMe (also known under many other names) 
And can be found ir Mahendra's AMAZING CARD MiIRACLFS* and other places 

Briefly, the cards are interlaced with a riffle in the form ofa V, point toward 
you. The cards apparently are then pushed togetherby the cupped hands; what 
‘actually happens is that the fingers of one hand lift the front end of the half 
they hold, and the half is brought above the other halfat che outer end asit ic 
Stripped apart at she inner end, in a pivoting motion. The cupped hands 
conceal this ation, 
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"Thisis, asit happens, pne ottho Eow srip outsbules that an be done away 
Hors the able, resting the cards momentarily against the lg, 

x 
Now you can give the deck a second shuffle of any sort that will retain the 
bottom stock; not a difficult problem. 

"This completed, you ask the second spectator to think of her card warning 
the pack toward yourself, you note the faca card and than ent tha dack, 
completing the cut—simply to get this group to the center; itd be a litle odd 
if the spectator’ card just happened tobe at the face of the pack 

Now, of course, you pump to determine the card. An important point 
oro la that you da nor aliminate down to only ona card frow rhe spectators 
point of view 

By this I mean: lotus say that you have determined that the spostator's card 
3s red, anû there's only one red card among your six ‘possible! You stop the 
actual pumping right tere; from the speciators paint of view iteould willbe 
any one oF twenty six carde. 

However you do not stop the action of the discernment; instead you say 
something like, ©.. fine... new get an image of the suit... exzellent... amd now 
эйшиайлк the whole card... es, es thats fine... As you talk you leaf back and 
forth among the cards, finally taking out the spectator’s card. Aside from the 
more obvious dramatic aspects of handling it tis way, by adding these aspects 
‘you create a situation where the times the spectator concentrated and said 
nothing far outnumber the times when she spoke. 

So Spectator Two's cand is face down in front of her: you tarn to Three and 
ask him to concentrate 
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‘Raw that Fam warmed p, you. say, T may be able o do tht a bie quicker? 
Indeed, you ran through the cards and with only abit of hesitation take out A 
‘card—and the reason is that this time you know what card you're looking for 
which is the mate of the card you glimpsed at the beginning, the card now 
‘being sat on by Spectator One, Lknow, i's a bit odd... mist me. 

Having done this, and placed the card in front of Spectator Three, you mrn 
ta Spectator One. As you do so you glance back at Three and say idly, “What 
Was your card, anyway?" He tells you, and you nod with a vaguely smug and 
self-satisfied expression, not a difficult maneuver for most mentalists.. 

ıı. YOu point out to Spectator One that ic would be difficult to read his mind 
since he as yet dovsn't know the identity of his card. He 1s asked to rectify 
this by briefly peeking at the card. 

Pointing out that since his card i not in the deck you can't very well find it, 
зо уот ёо the nextbest thing; you will ind its mate. Thus If he te thinking. 
ofthe Seven of Clubs you will find the Seven of Spades; ifthe Queen of Hearts 
‘you will find the Queen of Diamonds and so forth, 

Running through the cards you seem a bit confused (it is possible tet thie 
‘may not entirely be acting) and finally draw halfway out of the pack two cards, 
saying you are not sure which it is. 

ın tact, the two cards are Spectator Three's card (which you will recall was 
named by him a few moments before) and a card Which is one spot off being 
ıa correct male for Spectator One's card. 

‘That sounds a bit confusing, so an example: the card that One is sitting on 
ische Ace of Spaces. Thus you will have put its correct mate, the Ace of Chibs, 
in front of Spectator Two. The two cards you now bave projecting from the 
deck will be the Two of Clubs and that named by Spectator Three. 

"Pm really not sure uich ans," you say, "so let me da tis; Гат going to how 
you one ofthe cards, but T dont wane you to зау апудипа—Бш ifi does maich 
your cara for color ara vate, chink YE, Ifi does, think NO. Al righe 

‘You now take out the ‘Wo of Clubs (in this example) and show it lo the 
spectator Altera pause, you say, 'No.. no, not this one.” You have let the other 
two spectators see the face ofthe Two of Clubs, and now you shove it back in 
the pack and tako the other projecting card an patitin rontof Spectator One: 
commenting, apparently as afterthought, ^, ut Iwas шегу бове, итни Г” 

THe will have to agree and you nod as if this confirms your mental 
discernment 

Now—and abont time—come the revelations 

You ask Spectator Two to name her card. She does so and yoa tura over the 
card in front of her. As the spectators are taking this in you scoop the other 
two cards together sû that Three's card goes above One's 

Turning to Three you say, You thought ofa number and remembered tho carà 
at chat mumiber—by any chance was ihe number you thought of fourteen or 





Mysrrx 
seventeen?” These are popalar choices; ithe speceatorsays yes you've creatod 
эп additional effect, and if neti only adds to the suspense before you turn 
Over the eard and show it orret. 

Finally you have One bring out the card he's been sitting on and show it; 
he does so, and you ask him what card would be the mate for his card. 

He names the mate card, and you turn over the last card to show it is the 
card just named, 


NOTES 


You handle that last revelation as indicated so thatthe other spectators don't 
have to figure out if you're right. IF seems from that thought that I might 
feel come spectators ate abit slow... 

1 might point ext that if you are familiar with a catd-tabulating aysiers 
for discerning a missing card, as desorined by Lorayne®,Fulvos® and others, 
yon may eliminate the opening force and incorporate the principle into the 
routine with virtually no other change. 

‘This handling which isthe one | personally wse—goes as follows: 

‘The first spectator i allowed to пие ће åack freety and than to ramova 
one card and sit on it without noting its face. The remainder of the deck is 
temmed to you and you eut it into approximately equal halves: 

For the second selection you do the spread as indicated, and cut so the targat 
group is at the face of that half: 

You pick up the other half and deal through them face up, asking the third 
spectator to remember the card at his thought-of muraber but to give no 
indication as to when that selection las been noted. You, of course, keep a 
running total—and at dhe finish you casually cut a card that equals he Anal 
value to the face ofthat packet. Remember tis card 

[Now you V.shuflo tho cards togothar, ао hat Spectator Two's halfis on the 
Bottom, Turning the faces toward you, you tell the second spectator to 
concentrate on her cardand you start locking through tha derk. Acmally you 
are tabulating the values up to and including the previously noted card, which 
gives you by subtraction the valu of the first spectators card 

Remembering this, you go back to the face of the deck (where you've put 
the groups of “possibles for Spectator Two) and as before make your best guess 
as to the second spectators card, placing it down. 

"Turning to Spectator Three, yoa have him think of his card; since you know 
the value of Spectator One's card, you go through the deck, determine which 
‘one is missing and remove the mate, placing it down fer Spectator Three. 

Asin the first version ofthe routine, you ask the second spectator hor card 
as you turn back to the first spectator: you have the spectator remove his 
bidden card and you nish the routine as before 
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1t will happen that from time to time you wi miss completely on Two's 
card. When this happens, you dasr' fret; only shows you're for teal...and 
you can always do something else with Spectator Two if you feel t's important. 
CREDITS 
All am claiming here isa specific routine, which has been cobbled together 
from various sources over the years. The “wrong bur clase’ subtlety is Clayton 
Rawson's, and de false shuffle [ase is as mentioned, that of Hugh Johnston, 
Lorayne's Eerrowe Loceriow and a specific routine within it—Thiple Mete™— 
Were also obvious inspirations 
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sce Higgs Magic Mostly, Vol. 7, No.9 Feb. 1980; page 629 
Page 26 


INCREDITABLE 


t Here are a couple of quick thoughts regarding one of the few things 
made out of plastic that wears people out instead ofthe other 
way around—the credit card. 

CREDITOUCH 
EFFECT: You claim a highly developed sense cFtouch and offer 
to prove it with a borrowed credit card. The card is handed to 
Yeu behind your bask and apparently by the wense of touch 
alone—you are abla ta call off its number. 

METHOD:~is similar to the SMy Putty“ gag for reading 
print; Silly Putty could in factbe used, but | prefer a wad of the 
White sticktack doughy material used for sticking up notices, 
Papers etc. The angle here is that you press the putty on the 
card from the back, giving you a perlect impression of the 
numbers in reliefjust as (hey appear an (ve card, so you don't 
have to worry about deciphering reversed numbers. 

Ofcourse you get the glimpse when you bring the hand. 
not holding the card to the front as yon turn your back on 
the spectators—so they can watch your sensitive fingers 
Probe over the number. 

CREDITELL 
EFFECT! From four diferent spectators you borrow creditcards | 707 
andseal them in envelopes. Mixing the envelopes, you number 
them from one te four in random fashion. 

Each spectator is asked їп mrn to name a number, and gets 
the appropriate envelope, When the envelopes are opened, it 
is seen that cach person has found his own credit card. 

METHOD: Liston, ifyou don't know the method lo this ane 
you're not reading this book closely—I've used it in many 
Glfferent presentations aud this is Just one more.. 
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‘the envelopes are marked so you know whose is which; you only simu- 
late writing the numbers on the envelopes and actually write nothing. 

Then, when a spectator names a number you locate the corresponding 
envelope and secretly write the named number on it with a nail-writer; that's 
all there t to it. 

‘This is basically just a take-off on Annemann’s Voir? but credit cards 
are, of course, unique, and of far moro importance to a spectator (an a 
playing card, 

“Thebasic principle nord here isbelieved tobe the invention of Basîl Horwitz 


P The Dr, No 95: pase $5 


PENTAMONEY 


ema Felowing logically enough from the preceding items, this ls my 
solution to what I considered a serious presentational flaw în 
standard mental effect. 
EFFECT 

You show five sealed envelopes; handing them to a spectator 

for mixing, you bimáfola yourseV. The spectator io chon 
{instructed to doal the envelopes in a row on the table, and to 

{ell you when that has been done. 

"The spectator so states, and you tell her to choose one—but 
not to open it just yet, Three other spectators likewise take 
envelopes, and may pat them in their pockets or behind their 
backs r otherwise out of sight, The last envelope is handed to 
you and yon remove your blindfold. 

Yve got some goad news fr you—and some bad news, you tell 
the four spectators. “The good news is thar whatever i in your. 
erudope is yoursto keepa each envelope contains real monay — 
abil-a fumdred.." 

‘You pause. 

1 e bod news" you continue, “i hat only one of these ils 
is US. currency ^ Yon point to ane of the spectators, "You, for | 709. 
tcxampl, look like the ser of person who be payehically drawn to 
he Jand ofsuntight... fiesta.. open your enuedope andtake out hat 
huundredpes note.” She does so. 

You continue, revealing the contents af the other three 
cenvelopes-in each case abill om a different foreign country, 
giving a very brief 'reading' of the location as indicated above. 

You finish by opening your own envelope and removing the 
U.S, $100.00 pil 
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METHOD 
‘The five envelopes, each of which contains a different bill from a foreign 
country, are marked. Aer they havebeen mixed y he speciaor and lad ia. 
{row on the table you read th sequences of marks- not dfc, since you 
using a ke blindfold. Once thal is done i wil be very easy to see (1) who 
iskee which envelopa. 

1a your pocket іза шір with dhe $100.00 ini and you get this in 
position on yaur thumb at any convenient time; af course in the denouement 
You rip off one end ofthe envelope and apparently take out the bill, actually 
tiking tour of th tpn she usual fashion nd leaving the up in the envelope, 

‘And that’s all there is to the method. 

NOTES 
tn the interesis or logic and consistency, all five foreign bille should be 
folded the same way as the U.S. bil, this also helps in making the enve- 
lopes look the same. Letter envelopes could he used but pay envelopes are. 
probably better 

‘What particle ie ile you hen wil depend Inport om what available, 
in part on how mack you want to give away; as indicated, they would be 
һипдгеа for tha sake of ne patter bnebut you shouldn't have mach difficulty 
in finding quite inexpensive bila st any foreign exchange. 

"The flaw of the standard Bark Night presentation i, of core, thatthe 
performer teases the spectators with the possibility af winning money, and 
then ends up Keeping it—and no matier whether they think i is kept by 
cheating or by psychic powers, itis still a lousy subtext. 

Tn his routine, on the other hand, you have the sequence of divinations 
which should play interestingly-—and each ofthe people taking partdoes ond 
ap wit some money, and ain't you the swell and talented усні? 

CREDITS 
Milbousne Christophe inis rry Tics Wr A True Tm, credited Hon 
Feisch with the idea of accomplishing a Bank Night effect by employing a 
thumb-tip.® However, in 1947, roughly a Year before Christophers hook 
reached print, Fleischman and Gunther explained the same idea wader the 
thle sok And Buea in their ToP SECRETS collection? 
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PYROTICA 


em yt fllows isbasically abook test but not for every performer 

or every show. It requires a special situation where an atmo- 

sphere of believability can be generated, anda performer whooe 
acting can sustain it, 

EFFECT 

You show three books; the titles refer to such things ae 
ccaltism, witchcraft and demonology. You explain that you 

oil use tese books in à test of telepathy. 

You select a spectator, he chooses one ofthe three books 
and moves some distance away from you. You pick up one 
of the remaining books and have another spectator call stop 
as you riffle the pages with your thumb, The page thus 
stopped at is called our to the other spectator, who turns to 
‘that page in his book. 

‘The spectator concentrates on the frst ine of the page (you 
have illustrated this action with che book you hala) and you 
attempt to get a mental pression of his thoughts 

Things seem to go awry; after a fow false starts you have not 
made any progrese and appear lo be getting a bit upset and 
tense, Conaenirale on he words” you urge the spectator: Make 
a strong visual image, See it in your mind as vividly as yon can— 
an then send that to me, project that lo ms wih al your wl” |у 

After a fow farther comments along the same lines you fall 
silent, your face tense, straining for the thought in the 
spectators mind. The tense moment stretches out- and then — 
the book in your hands suddenly bursts into lamest 

Startled, you drop itto the floor then, seizing a cloth of some 
sort, You smother the flames. When the audience reaction has 
died down, you ask the spectator to read aloud the tine he has 
‘been concentrating en. The spectator made:*.. envelope in he 
flames of Hell." 
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Aher letting this sink in, you comment that when you asked the spectator 
to project his thoughts Jou didn't think the results would be sa spectacular 
esa good thing,* You say, That L didn’ decide to use a murder mystery..." 
METHOD 
Very litle needs tote told the experienced mentalist re the working of tis, 
litle theatre piece, One of tne three books is a Hot Book covered with an 
appropriate book jacket: he sacond book has pages trimmed to force certain 
page numbers, which correlate with pages in tho third book bearing the desired 
force word in the first line ofthe page (see page 355 for details on this kind of 
procedure). (Note: if at all possible the facing page should be a full-page 
Mustration, prefecably of the same subject as the line; though the spectator 
Tas been given a page member specifically, ir is beter so leave aa lito as 
possible open to chance.) 

After rileforcing the page on the spectator, you simply put down the book 
‘you're holding and pick up the Hot Book. (1 sappose I should mention that 
ho spectator gets tha proper book by cquivaque, speci cally Annemann's pick- 
opvodand-mo-ono force) AIL eyes are on the spectator alt dis point, so no 
one wil pay any attention to your actions or attach any importance to them, 

Once you've got the Hot Book, you might in vague pantomime indicate in 
the spectator that youve opened ta the page, youre visualizing the images..." 
In making this gesture, of course, you ean only open the cover of te book, 
since most such gaffed books dan't have pages. You don't have to do any of 
fis ifyou don’t want to, sinca iis nor really necessary to justify the presence 
‘of the book sn your hand; it simply appears that you've forgotten about it in 
the, ah, heat of the moment 

curiously, you? find hat this effect will work at either end of the 
performance spectrums a light comedy piece or as a heavy dramatic 
sicintion but it om tplay ara in che middle range of mentalism. The reason 
is clear; since the culmination of the effect is a spectacular physical 
phenomenon, thas to be taken either asa trick ora gag with abit of mystery 
attached, or as a bizarre and frightening real occurrence. (Remember the 
Sudden flaring of the candle in the attic in the film of THE EXORCIST?) 

Put št in the right place—and treat it în tho right way—and 1 think you" 

find this tobe very effective performance material. 

CREDITS 
‘The book force is, as mentioned, Annemann’s}” the rlfle-orcing of the 
‘page, an adaptation of the card move, owes something to Chan Canasta, 
among others. 

The Hot Book is the invention of Billy MeCorib 
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SYMBOLD 


——————M— 
cfaymbolsy ts mereflly direct and visually interesting 
EFFECT 
You show a large plastic clock dak, itis without ang hands, but 
тайла each папага вооа утво! сеа 
Mentioning that you 
will hase wo spectari 
lake part, you approach 
ane and ask her think 
ofa rumberberween one 
and twelve; your only 
Stipulation is thar i is an 
en mmber Yon holdup 
adul and she maken 
‘menial note of tae deg 
at her thought-of number. 
Going to another per- 
son, you ave him dla 
decdsonamimber yon. | 712 
spate that here it moat a In this way Jou 
insure thatthe twospecator wil not think of the same design, 
you explain 
“The second spectator likewise notes the design apposis his 
thought af number, and the dial is set aside. 
e ies finî qian orto Ras 
and aft the proper damni pause you name tne ro designs 
being thought of You are of cours, correct. 
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METHOD 
“The working is parly dependant on the ambiguity of soma af the designs, 
anû partly on the way the dial is constructed, 

For this construction you will need a large plastic clock fara, the larger the 
better The sirmplest way to get this isto buy one of those OUT WILL RETURN 
AT signs which use such a dial, With shears you cut away the ‘sign’ part and 
remove the hands. 

Your second item isa disk of clear plastic the same size as your dial. It 
is on this disk that you draw the designs in a thick non-erage marker stroke. 
‘This disk is then placed against the dial and fastened there by a rivet or 
spread-fastener through the center. (Note: the designs should be on the 
inner side of the disk; this will protect them from being wiped away, and 
also make them appear similar to the numbers, sincs both will be viewed 
rough tho plastic surface. 





тше cock fee (Clear plastic overlay 


In performance, you hold up the dial and show it briefly tothe audience; at 
this point one of the rectangles is opposite the number 12. 

714 | тһе first spectator thinks of an even number, and notes the design at chat 
Position. Asa look at the illustration on the previous page will show, she must 
think of either a RECTANGLE or a CROSS, 

As you go over to the second spectator, your thumb moves the design disk 
one position counterclockwise, so that now the rectangles and crosses are 
opposite tho odd numbers. The second spectator thinks of a design as 
described, and the dial is set aside. 

Jt now only remains to name the RECTANGLE and CROSS as the two 
‘hought-of designs; both spectators agree and the affect is conchuded. 


Mysrax 


NOTES 


As ith the Tossed Out Deck, the two spectators should be at widely separated 
points so they don't have a chance to compare notes ard perhaps find that 
they have both thought ofthe same design. 

You may if you wish, draw che designs in various colors to make them 
appear more dissimilar. I shouldbe noted that yon have cach spectator decide 
on a number before you hold up the dial, and you give the spectator just enough 
time to note the design; no time is given then or earlier for the spectators to 
make a study of the designs om the dial 

Since the disk only has to move through a thirty degree rotation, you may 
wish to make alittle stap-tab arrangement so the disk can't move any farther 
Tris important that the design disk does not move while being shown to the 
spectators, as they should of course think that designs and numbers are on 
the same surface and immovable in relation to cach other; keep a firm grip 
on the disk to insure this. 

‘A presentational possibility to be considered would involve doing this 
effecta an oponer itis im fact excellant for echa purpose cinre it ean 
Бе dane in less than a minute—and then later on bringing it out for a clock 
dial zoutine. 

“The idea here ie that the dial brought out for this latter routine is appare 
ently the same one; actually it bears twalve diferent designs, twa crosses 
and two rectangles having been replaced by other figures. This dial might 
be used in conjunction with a packet of design cards matching those on 
the dial, the spinning clock hand stopping at a chosen design along the 
ines of the usual routine. 

Since you are using a clock dial, you might concelvably develop a patter 
ine regarding the differing ways in which 'day people’ and ‘night people’ think, 
asking one of each to take part and to think of their favorite hour. 

CREDITS 
"The use of what 1 ealt the Rashomon principle—ie,, tho spectator assuming 
that because one item ofa group is his or hers, the orhers must belong to other 
spectators taking part (used in such effects as Smith My) in Its application to 
mental effects is generally credited to David Hoy. 

Зита isan outgrowth af an effect called O'Danevan'sSecret which was 
marketed by AÌ Mann. 
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CROSS-REFERENCE. 
Synchrouave: sec Syvohroneidenco - page 3t 
Spywave: see Soyfole—page 313 

BueCue: see Standout—page 654 


[1985] 


FYNYS 


To srciN, sov cbservations on menialism as i fis nto the lager world of 
show business and professional entertainment. 

Poth magic and mentalism contain a builtin contradiction which make them 
difficult to Judge as to quality; they are intended, ideally, to be viewed by 
Jaymen—those who know nothing of the inner workings of theae arts—but 
the rest of this is that people who have no idea of what's involved în the 
successful presentation of @ magical or mental effect arc asked to make 
intelligent judgments as to dhe quality of is performer. 

Itcanttbe done, and said contradiction results in some very peculiar views 
‘on the pare of eur audiences oen including even tose within show business 
‘whom wo would assume woud know better. Some obvious views: 

‘ifthe performer doesa trick and the viewer can't figure it out, 
the performer must be a good magician, 

1 1F ie performer makes the audience laugh aot, the performer 
is a good magician. 

e A magician who makes tigers vanish is better than a magician 
who makas people vanisb, who în trn is better than a magi 
cian who makes cards or coins vanish. 

These views are common; nonsensical, from our point of view, but common. 
ım our field, as perhaps in no other area of show business, performers who 
are innocent not only ofthe technical hasics of thelr craft bat oF stagecraft in 
general can have highly successful careers, and be regarded in highly favorable 
fashion by the general public 

Ea singer who coulda't remember some of the notes or words of a song, 
Tetalone sing the notesand dramatize the meaning ofthe lyri, were toattempt 
a professional carcer—that singer would he laughed affthe stage. It is not at 
allunnsual, however to see magicians and mentalsts ofequal incompetence 
having long professional careers, 

They can get away with it...so they do get away with it, and any intima- 
tions that they might notbeserving the best interests of their art are met with 
the irrefatable argument that they're working. 
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«ul suppose, in the greater scheme of things, that if one views magic or 
‘mentalist simply as a way of making money, there's nothing wrong with 
this—although the idea of someone going into show business as a way of 
making money ìs at best a strange onc. 

1f, however, you view the mystery field as an art, as a vehicle to transport 
your audience into aworld where the impossible and incredible and wonderful 
‘are made to happen, then the exploitative view leaves something obe desired. 

Magic and mentalism are esuatly classified as novelty acts—and I've come 
up with away to define a novelty act as opposed to a presentation aiming to 
‘create art. In novelty act, the performers do what they do just to prove бау 
‘can doi, to demonstrate a skill gift or peculiarity 

Ina theatrical ari, the performer's talent and ability are givens—here that 
given talentis used o express or communicate an idea, a thought, an emotion. 

In a good deal ofthe magic and nearly all of the mentalism I've seen per- 
formed, itwasn'tpresentadso much asst demonstrated. The performer simply 
‘went through the sequence which would bring about the final result—and right 
up to the point of that result, when the effect was revealed, nothing of a tho- 
atrical or artistic natare was taking plaoe. 1 don't mean it was bad—1 mean H 
was nonexistent The audience might as well have becn ata psychology inb 
or a science сога юу моге. 

{should point out, at thia juncture, that Iam not considering novelty 
acts ae basically inferior; for from it. Some such act have been wonderful 
and awe-inspiring. 

Jes just that my training isin theatre; most of my stage experience is as an 
astor and director. Thus, 1 have always viewod magic and mentalism as— 
ideally theatrical arts, which covld communicate thoughts and feelings in a 
special and wonderful way. 

Theatre exists within a framework of illusion; doesn't tt make sense that 
the ares of illusion should Find their home in it? 

Let mo try to make my point in another way by switching to films, In 
the past few years we have эвеп a number of multrmillion-dollar produc 
ons, packed fram frst frame ro last with spectacular visual effects, go right 
into the dumper—to the very groat puzzloment of the executives, How 
could it happen? Didn't the Stax Wass films make big bucks because of 
their special effects? 

Nope. 

Stak WARS was sucessful because it was, at basc, a mythic fairy lale, a 
story that people have respanded to for thousands of years, Now, the tech- 
nical virtuosity of those film effects was critical to the success of the film 
in that they made che setting of the story believable; once the viewer had 
bought that premlse, however, the effects faded into the background and 
ihe story took over. 


Pres 
Tk seems to me, in my perverse and doomed way, that magic and mental 

effects should be viewed just ike the technology of special visual effects in 

im, Le, a device or technique to affirm the reality of a dramatic premise. 

Tn a way, gortic (or bizarre) magick ofthe kind dealt with in Invocation. 
canbe salê to usa effects in this way. The theatrical appeal has largely to do 
‘with the ritual created hy the performes, or the story of the ancient artifact 
with which the audience is enchanted, The methodological technique used 
simply confirms the dramatic reality of what's going on, completes t—indeed, 
‘if the performance hasboon properly done the effect should notbe surprising 
iso much as inevitable. 

(the evidence, in arguing for subjugating magical and mental technique 
to the neods of a theatrically dramatic premise 1 know I'm fighting a losing 
battle. Many wil say, ‘Listen, Ist domy effets andthe auctence enjoys tt. Why 
isnt that enough” On one level, at leasi, such an argument is unanswerable. 
Why indeed? 

‘Simply because magic and mentalism can be more —nuch more—than they 
usually ae... 

T have a vivid memory af seeing Torehy Tuner perform at the Magic 
Castle. He did, among other things, a classical levitation performed as ritual 
ules There was ty tuop pase (2/1 vene rea шой айан Fave w prove 
it, would * e said to me) and there was no obvious playing to the audience 
‘as ave-how-great-Lam, Quite dhe contrary: in doing the preliminary trance. 
induerion of the assistant, usually done as a throwaway, he took several 
minutes; in fact tha routine itself took shout aight minutes. What was the 
audience reaction? 

‘They loved it. They loved it because they believed it; for those moments 
they were experiencing wonder, and they sat open-mourhed at the edges 
oftheir chairs. When the act was ovez many of them seemed to awaken as 
from a dream, 

Itcan be done; magic and mentalism can be art—and once you've seen it 
done that way, it is very difficult to take seriously those who perform it just 
forthe bucks, as puzzlery. 

Ifyou think this makes me sound elitist, [ean only respond with the obvious: 
art isn’t democratic—and it isn't supposed to be. 
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SUBLIMAGERY 


MM This ettct frst appeared in the New Phoenix! nearly renty-tve 
years ago (1985). While the method is hardy unique, 1 think 
‘you will find the plot and presentation to have considerable 
Interest for your audience, 
EFFECT 
‘You show a number of varicolored squares of catdbosrd; each 
ıs scen to contam a one- or two-agit aumber, both the number 
and its background consisting 
of dots of color These are, yon. 
explain, called Ishihara plates, 
and are uscd in testing to deter- 
mine color blindness. 

‘Yoo invite a spectator to as- 
sist, after confirming that her 
color vision is normal. You point 
out that ifa plate had a number 
composed of red dots en a background ofgreen dots, and it was 
shown to a subject who was red-green color blind, he would 
obviously be unable to read the number the plate would appeaz 
simply as a mass of darkish dots. 

Now you show the frst plate to the spectator and ask her to | 723 
call out the number she sess. Tha spectator does so and you 
say that he actual nomber is writen on the back of the plate. 
The spectator is given the cardboard plate and turns it over. 
on the back is a gummed label on which are written the words 
Chromatic Acuity Ishihara Series— Protocol Target. A 
umber has been written in the blank epave and this number 
corresponds with the number showing on che font af he plat, 











lo. a8; marth 1901; pag? 247 
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‘The spectator, having normal color vision, is of course correct in naming, 
the number on (his and two subsequent trials; on the fourth (last) plate, 
however, she sees no number at all, 

‘You explain hat this plate, like the others, indeed bears a number, but that 
the plate is so designed that only a calor-blind person can perceive the 
murrber- with, yon add, the conscious mind. You continue: while te spectator 
as not in a conscious way perceived the number, it has registered on her 
subconscious mind. 

To prove your paint you request the spectator to close bereyes fora moment. 
and ta imagine a white surface. She is then to let cwo numbers appear on the 

surface, and when she sass them clearly, she 
$s i opan har eyes and aame the mumbor EA 
(CHROMATIC ACUFTY 
ISHIHARA SERIES 











She does so; let us say she calls out seventy- 
sx 

When the final color plate is turned over it 
bear the number 7and thus the experiment 
is successfully concluded. ee 

METHOD 
‘This is simply a nailseriter, which a the proper moment fils in the number. 
called out by the spectator The numbers on the backs of the othr three plates 
are written beforehand with а pencil matching the nail-writer 

The four plates required can be obtained expensively [tom a psychological 
supply house or cheaply by finding a used psychology text which contains 
colored reproductions, In this tatter instance you will usually find four of which 
three are readable by a person with normal vision and another which i not 
it is this Tast one, of courae, that is nsed for the fourth plate. Since the plates 
areon around background, you might also orient this fourth plate so that the 
number is at right angles or even upside-down, lessening the chances thata 
pperson with exceptional color perception will be able to make it out, 

The plates are cut ext and mounted on cardboard these are then laminated 
‘on both sides in clear matie-fnish plastic. Selfadhesive labels, hearing the 
printed test protocol massage, are put on the hacks of tho plates Ifthe plates 
але prepared in this way, you can poc off th label from the fourth plate aller 
«performance and replace with a fesh one—simplerand neater than trying 
1o erase the writing, 

You may Gd iteffectie to tranamese the umber called autby the specta- 
tore, she cálls out forcy ie, you write down (with the naibsrriter) 64, 











GLIMPRESSION 


mama veny mentalists shy away fron the uso of clipboards, feeling that 


‘audiences may regard the board with suspicion. In fact, this fs 
ually a misconception. In tho same way that laypersons 
ssociike playing carás with card games aot Iicke as some 
aenialit thin they associate clipboards with office work 
rather than chieanery. 

Novertheless what follows is somewhat away from the usual 
ran of sth effects, and may pe ufuicsestoven to thoes oF you 
rho generally dont ase such a prop. 

EFFECT 
Piskingup a paperback book, you riffe through ituntil a spec 
tator calle stop; at that point you rip the page out of the book: 

‘Clipping the page to a clear plastic clipboard, you hand it to 
the speclator slong with a ballpoint pen, asking kim to circle 
ft random any werd on the page 

He does so; you instruct him to remove the page from the. 
clipboard and to crumple (he page into a small bal. 

‘From your case you take a slate or markerboard; afr you 
‘paver had the spectator Hightly touch the crumpled page to Your 
forchead, you take a marker and write something on Ute board. 

“The spectator opens the sheet and reads ofthe circled word. 
when you turn your board around it is seen that you have, oF 
course, weiten the same word. 

METHOD 
The page is, of course, forced, by trimming a shiver from the 
‘vo pages in front of it io actin the same way as a short card. 
azan art supply or photo store purchase an eight by-tr-inch. 
picture frame, the only proviso boing that the dear covering 
Piece be oê plastir. rather than glasa. You will also need a bulldog 
ip and some rubber cement or double sick tap. 





725 


726 


MIND, MYTH & MAGICK 

‘From a duplicate book, remove the force page and use the bulldog clip to 
fasten it tothe plastic piece (taken from the frame), 

In doing this pick outa reference point atthe top of the page in relation to 
‘the clip, By this ' mean—yow put the page into the clip so that the two lower 
‘corners of the clip will exactly touch letters in twa particular words...so that 
Ifyou take out the page and put it back again, you could replace it in exactly 
the same position. 

Having done this, plaoe the clear clipboard (withthe page oni in the frame, 
and note the position of the page with relation to the cardboard backing of 
the frame, Now without moving fhe age—slightly open the clip to free itand 
temave the clipboard from the frame, sliding it out from under the page. With. 
couple of dabs of rubber cement fasten the duplicate page, in the position it 
лом occupies, to the cardboard backing. 

This frame is n your case, along with a felt pad impregnated with pow- 
ered graphite 

‘The force page still bound in its book has its'back’—ie, the side that will 
be against the clipboard lightly coated with wax. 

In performance, you force the page with a timed riffle and remove it from 
the book. You secure it to the clivboard usine vour noted referenca points s0 
that it will be in precisely the same position as was the duplicate page earlier. 

‘The spectator having circled a word and removed the page, you take back 
‘the clipboard and drop itinto your case; in fact it goesinto the frame, ће purpose 
of which isto align it exactly as before. 

As you address some comment to the spectator your hand takes the pad 
and wipes it across the board; graphite will adhere to the wared circle impres- 
sion. You donar look at it at this point, however; you remove the markerboard 
and go through the presentational by-play with the spectator — visualize the 
wordon this white surface, .,'—and apparently gat an impression( of the word. 
Then, when you get a marker pen from the case, you look down and note the 
encircled word. Snee both pages have occupied the same position, the circle 
impression will be directly over the chosen word. 

NOTES 
“Thebook page is only one way ofusing this, of course; you might havea printed 
{form with items forthe spectator to circle or check off. Another idea, which 
could generate some very interesting presentational aspects, would be to have 
ıa map of a city, in which you would seem to visualize traveling along a route 
marked eut by your subject. 

‘The major purpose ofthis description has been to show a way in which the. 
performer working alone can use the principle sometimes 4 bit of problem 
‘with clipboards. Te goes without saying thar, given these presentations, ап. 
assistant can make life a Tot simpler 





Pays 


CREDITS 

The problom of having a spectator simply mark something on a page resting 
оп а cliphoard was proposed by Dr: Jaks in OMAR'S PROPHECIES by J.G. 
‘Thompson, Hn Felsch came up with a method for opaque chpboaris^ As 
‘previously noted, Che rffle-pagn force owex something to Chan Canasta and 
E card-handling principles, The clear plastic clipboard war fist marketed by 
Bob Nelson. 
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SWINDOW 


AM Disi nov an effect ae such, but simply a presentational wist that 


can be added to a standard technique of mentalism, 

Before your show, you approach the chairperson or enter- 
tainment director and exhibit an envelope whieh hasbeen sent 
to you Explaining that it contains a prophecy made at your 
request by a seer of your acquaintance, you have this person 
sign across the flap lo prevent tampering 

Lauer —atsume point duning your show, you havê a parnentar 
selection made; lets say is a five-letter word. 

‘You call the chairperson up on stage and explain Quat a proph- 
осу was mailed by your mystical fiend over a week ago, and 
thatthe chairperson has signed across the flap ofthe still sealed 
envelope. Removing the envelope from your pocket, you have 
the chairperson confirm that the signature is there and the fap 
fs ul ightly stuck doven, 

‘Youripoitone end of the envelope and ask the chairperson 
tw remove the whito card from within and read ie aloud, [tis 
‘an absolutely correct prophecy of the choice just made. 

‘This realy isso simple that Tm almost ashamed to describ 
it; almost—ut not quite, 

‘The card in the envelope is filled out with a prophecy in 
‘the usual fashion, a space being left blank to fil in the word; 
the only other point of note is that—rather than an index 
ceard—one cnt from showcard or postesboard (and thus a bit 
thicker) is used, 

You mail it to yourself, wsing the fake return address of your. 
mythical seer. 

“Before the show-—you approach the chairperson, explain the 
situation as described above, and have the crvelope examined 
‘0 see that itis securely sealed; then have the dignitary sign it 
acies Пар. 


Emys 

Backstage, you use an X-acto™ knife or razor blade to cut a window in the 
face oF the envelope to coincide with the blank space left in ie prediction; 
{his window should be no lager than absclately nocessary to do the job. This 
is the reason, incidentally, for the thick card; even if you're careful, the blade. 
‘might cut through a thinner card. 

(Note: ta make this job easier, you might prepare a template—ie., a card 
the same size as the envelope with a window where the blank space of 
‘your prediction will be; use this as a guide in cutting the window in the 
"envelope. Also make sure chat the card you use fills the envelope 
‘completely, so that it can't shift position. If t did you could jiggle it back 
into position, but why worry?) 

Ot course you fill cut the prediction with a nallwriter in the usual way 
Dut there's abit more to it 

Note that you have the chairperson confirm the examination and signing 
o£ the envelope; you also make mention of it being mailed, and the wholes 
season for this aspect of the effect is that many in che audience will assume 
that the prophecy was mailed tothe chairperson. 

You havo filled out the blank space as you talk with your helper. You now 
"have the chairperson confirm thatthe signature is correct and that the enve- 
lope is stil sealed white you hola 1; (ner quickly rip open the envelope ana 
Tave the prediction taken out and read. Tha's all there is to it. 
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CUE-BIC 


EB «x carly Pentagram? Leslie May described an effect caller 


Doubie-Defetion, in which the mentalist showed two identica 
lists of cight objects—written In peneil—and asked « 
spectator to choose one of the listed items. This selecidor 
was then erased by the mentalist from one list, which the 
spectator then pocketed. 

The medium, ox ofthe roar until nov, was brought in ané 
given the other list to study for a moment, After à bit o 
Concentration she then erased ihe same word! 

May's method used a cubical argum eraser; it was a пеш 
eraser, and the object (actuali ts position on (he List) was cae 

y which of the eight corners ofthe eraser was used to do the 
erasing on the fst list. 

‘Without changing May's excellent effect or method at all 
Tä simply like to point out how the list of possible objects can 
be extended to tøentirsiv items. 

In addition to the eight corners used by May, a cube also 
possesses twelve eders and six faces. B + 12 + 6 = 26. Using 
the face stamped with the brand name as a reference point 
you assign values from one to sixteen for the corners, edges 
and faces in carn, 

A brand new eraser must ba nasd oach time (the one Ihave 
‘before me now is General's Kimberley Gum Cleaner No. 137) 
In {he case of the faces, the medium wil not likely be able to 
notice any wear, or rubbing away of particles, as she dace with 
the edges and comers—so hore she looks for the face that is a 
‘it lighter in color. 

Tn'puting in the work you can, of course, erise sa aa to leave 
as strong or subtle an indication as you wish, 








Val. 5, No. 125 Sept, 1951: page st 


Fmys 

Note that in the May routine there is some focus on the erasing proco- 
dore; its, indeed, the action duplicated by the medium. Obviously the 
technique could be disguised—in writing down a spectator’s choice you 
could make an apparent mistake, correcting it with the eraser, In this latter 
scenario I think it might be a bit od to have the eraser taken along with 
the pencil and paper io the medium; this would play much more 
legitimately it was past ofa presentation where you would leave the room 
and then the medium would return. 

Having twenty-six possibilities means that alist ofthe Greater Arcana of 
the Tarot couldbe used~as, indeed, could aisting of the letters of the alphabet 
or the twenty six drawings froma Mental Picloria deck. Yet another approach 
would be birthsign and the month (e.g, April in Aries). By having a man or 
woman retrieve the medium you could extend the signals to fifty-two, and 
thus code any card in the deck. 

Inthe interests of completeness I should point out hat il ou assigned binary 
values (1, 2, 4, 8, 16, et) forall enty-six cues, and used them in combination, 
you ould make a list of 67,108,864 items! 

Ofcourse... you'd need a truck to carry it. 
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DECIVISION 


MIRI ia very simple but convincing and offactive method for 


doing a question-answering routine. It is decidedly not for 
the fainchearted, 

On the other hand, it isn't as blatant as it may appear at first 
roading: givena strong presentation, it will produce the aura 
ofa genuine exhibition of psychic abilities. 

EFFECT 
From an ordinary letter envelope you extract ten index cards 
and distribute them to members of the audience. 

After questions have been written by the spectators, the cards 
are collected into a face down stack and replaced in the envo- 
lope you still hold. 

Setting the envelope down fora moment, you take out your 
pocket handkerchief andblindfold ourselt This done, you pick 
up the envelope again and from it extract a card. 

You hold it against your forehead; it is clearly evident that, 
even if youcaudl see through your blindfold in some way, you'd 
stil have to have eyesin the top of your head to see the writing, 

You answer the question and identify the questioner, she 
verifies the correctness of your answer and the card is handed 
back to her 

You proceed through the rest of the questions in like man- 
ner—if you wish, answering the lase gestion hetore itis even 
taken fram the envelope, 

METHOD 
‘The properties used here areas indicated a lets envelope, 
ten index cards and a handkerchief The only preparation iato 
mark the index cards fn a onete-ten exder—scratching out ot 


умів 
thickening a blue line, placing a pencil dot, vhatever you like-and this 
explains how you know whose question is whose. 

When the questions have been written and collected into a face down stack. 
ву spectator, you extend tha envelope, lap open and address (face) side ag. 
Yeu may lift the flap a bit with your other hand to assist the spectator in placing 
he stack within the envelope. 

You then fold down the flap and set the envelope aside for a moment 

With your handkerchief you make a blindfold and ie it on; nothing unusual 
here, ut you make sure you have clear downward vision 

Picking up the envelope (after feeling around for it just a bit vou turn. 
it flap side toward you and open the flap, you reach in and apparently 
extract one card. 





Actually you take two cards squared 
as one; you rast these fora momenton 
the outside of the envelepe—long 
enough to read whatever's on the one 
facing you—and then lift It and hold it 
to your forehead. While going through 
this action you have of course been 
talking about what you are going to 
attempt and presumably have kept the 
audience misdirected as well as enter- 
tained. 

While you answer the question 
dlimpeed you have all the time in the 
Nord to read the one being held behind 
the envelope at waist level. 

You identify the questioner and hand 
the question card jest held at your fore 
head back to her. 

Now—you reach into the envelope 
take out another question card, and 
‘immediately place it againae your forehead, You answer the question on the 
card still held behind the envelope; as you identify the questioner and ask if 
‘your answer is correct, your hand comes down and rests the question card 
for a moment on your other hand, i, behind the envelope. Of course you 
leave that question behind the envelope and take away the one previously 
concealed there, 

Since all eyes are on dhe questioner as he or she responds lo your query, 
here's no problem with misdirection; besides, you have aleady answered the 
question, so no one is looking for chicanery at this point. 
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Ifyou answer all tue questions, your final situation will be an empty 
envelope with a card behind ity you hold them both to your forehead, во 
through the divination as usual, and then simply pretend to extract the card 
ftom the envelope, 
CREDITS 
‘The switching ofa question card behind an envelope, though not used in 
this way, was a feature of the Hewit-Annemann Modern Mindreader 
routinet Marked cards for the writing of the spectators was used, as has 
been mentioned before, by L. Vosburgh Lyons in his Graphology effect 
Which appeared in the Jinx’ 


D — 
"So. 7; Jan. A, 104: page 403, 


OManation 


MF st Stews wit only make sense ifyou are familiar with the OM 


“Bies Switching Box as doserThod by Otis Manning in The Jine® 
and later in ANNEMANN'S PRACTICAL MENTAL EFFECT? IE you're 
nar sare you remember tgo check the reference. I'll wait. 

Back so soon? 

As yon will now have noted, Manning's box was a vory simple 
and serviceable way, of switching billets in an apparently 
innocent manner, and quite a number of mentalist, including 
myself, have made use ofi. 

‘This ontry bogan witha conversation with Bob Koch, who'd 
had the extremely clever idea of using an ungaffed bax to pass 
out the papers and pencils—the galled one being switched in 
for collection later on. 

‘After I thought about this for a while, {realized there was a 
чау to make the galfed box so i could quite safely be used for 
the distribution of the papers and pencils, and then immedi 
ately be uscd for the collection. 

The original OM Box used a smaller box beneath the slot in 
the lid to catch the billets. Here we alter that slighly—and 
instead we use a thin cloth bag with a cardboard bottom, which 
cane easily mado with a swatch of cloth, a piece of cardboard 
and a stale. (Note: the inside surface of the cardboard piece 

must match in calor 


and design the outside 
“bottom of the box prop- 


a fe er and this should be 
reasonably noticeable 
Autine billets Forez billets and distinctive.) 


fo i7: May 1961; page 7a 
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‘The lid thus prepared, you turn it Ai dead, 
‘mouth up’ and pat in your dummy иш 
billets, spreading them around as 
evenly as possible bt not atop the 
‘cardboard bottom oF the bag асб. панди Fores billets 

‘This done, you nest the bottom ofthe box in the upper half, also, ofcourse, 
mouth up. Because the bag affixed to the lid is collapsible it takes up little space 
and the box will nest neatly in the ıê which also corneal the dummy billete 
between liû and box. 

Note too that, should someone look in the slot ox the lid, now on the 
underside of the nested box parts they wil assume that what they see is the 
bottom of (vs box proper, since we have empleyed the principle of masking 
la Chinatown Quarter here, 

"The pads and pencilsare put in the box and it may be safely pasted around 
to distribute these items 

Getting it back, you pull the box up out ofthe lid and bring the lid curd 
tw the front, up and then down onto tho box proper The éummies spi 
unseen into the box, the bag drops Into position to take the questions, and 
you're all set 

(The ually aunt li ташт те ame as that used im zexaana on page 66 

‘You might wish to snap a rubber band or two around the box tai close, 
but if its a good Bt this really won't be necessary. 

As to what you might do with the bax, aside from the usual switching of 
guestions—Milbourne Christupher had a really excellent use of this box to 
Predict the zesults ofa ‘straw poll election hold by yam zudience; yenll find 
št in his column in Hugard's Magie Monthly for asst 1952", 
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ZODIACCOUNT 


m tis is not a full-fledged effect, though 111 provide much details ns 
are necessary to make it so. Rather, il is simply an approach to 
4 book test—using a specific hook—which is a bit out of the 
usual run. 

You show a copy of Linda Goodman's Love Sions, a largish 
book dealing with the astrology af compatibility. Invitinga man 
and woman to take part, you have the to of them provide 
numbers to reach a toral. 

At this point you inguire aslo the astrological sign of each; 
‘the man is a Pisces, and the woman, a Scorpio. 

You tell them to turn to the page in Love. Sions indicated by 
the tatal of their two numbers; they do so—and find that itis a 
Compatibility reading for a Piscas Mer and a Scorpio Woman! 

Given this premise, { am sure you can work ont various 
ways of getting to the denouement. Obviously you must 
earn the signs of the two people yor will be calling on to 
assist This can be done earlier in the show in the course oF 
another effect—a question answering routine, for example, 
‘where the slips given to these two spectators differ from the 
rest in requesting birthdate, 

Tels perhaps better to get the information prior tothe show, 
since it greatly simplifies preparation. Here also it can be 
‘ostensibly fora QA routine to he done in the show—or it can 
be part of a torn-conter routine in which this as wall an other 
information is written, but tho birthdate information is not put 
touse right then. 

Having determined the birthsigns and determined the page 
‘number tobe forced (in Love Sis there la a reading for every 
male-female astrological combination), it remains only to force 
that page number by some means or oiher 
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‘This can be aselmplo as an Add. A- Number, totaled by anather member of 
the audience, and there are many other Ways. 

‘Two methods I ean recommend are Adamsmyth (page 300) and Janussum. 
(page 489), Bither of thesa will serve the purpose, chough for prasentaticnal 
reasons 4 give the nod to the first-named. 

+ 
NOTE 1999; A vary simple way of accomplishing this affect involves tha use 
of a deck of cards; on the two Jokers you have attached a cue-tst giving you 
the page numbers fer each combination, 

The assisting couple having been seated, you akc her and kim their zodiac 
signs, You show the book and explain that the accuracy of one divination 
system can be tested by using another—In thls case—you show the deck of 
cards—Cartomsncy, 

As you remove the cards from the cage you mote e required page number. 
from the caet, ond then ex the exe cardo to the back ofthe deck. You spread 
the cards as you tafe pont divination, and cull tho required wo or three cards 
(Chose with the values to make up the page number, eg, if the page is 243 
you ell a "To, a Four and a Three) to the top of the deck. 

im only a few caves will there be only two carde needed the rest of the time 
you have the lady and gentleman each select one, and then so do you— 
apparently by random chance, but actually, of course, giving yourself the 
required third cazd. I might use a timed ziffle-drop of the cards for all three; 
alternatively, 1 might employ a Yernon BDV switch as described on page 34: 

You show the cards and read off the values, giving a very brief reading for 
‘heir selections—the assisting spectators turn to that page and discover that 
the cards and the zodiac do indeed tell all 

lam assuming that you are familiar with numerous ways to execute the 
required forces in innocent fashion; if you arem't— you shouldn't be reading 
this book. 





SYNWITCH 


amet another item which is primarily a presentational notion, this 


is a direct adaptation of an effect of Leslie May's entitled Ts 
On Ths Cards which appeared in Pentagram? 

“The May effect required a particular kind of souvenir deck 
ofexiremely limited availability in the British Isles, anà not at 
all outside that area. Tve adapted lt ta the popular and easily 
obtainable Gypsy Witch Fornme Telling Cards- 

In (he primary version of the routine, you have someone 
think ofa card and make a note of ton a slip of paper. 

‘Showing a bow! filled with folded pieces of index cand, you 
have one selected and put on display in a bulldog clip. 

Finally, you remove the Gypsy Witch dock trom its ease, 

show it and have a card chosen under vory fair conditions. 

You have pointed out that each card ofthe Gypsy Witch deck 

‘boarsa fortane massage. Now you have the selector of the card 
call out the name ofthe card and read the message of fite. 

"The first spectator announces his thought-of card; it is the 
card just named! 

"The second spectator removes tho foldod slip ftom the clip 
and reads i itis identical seta che forms message on the card! 

Anyone may look at the rest ofthe slips; they are, ofcourse, 
all different, 

The method can be very briefly explained, as Twill assume 
the reader's knowledge of the component pars. 

The Gypsy Witch deck goes into a Mental Masterpiece 
impression case. This is how you learn the card thought of 

after the writing has been done you oxtract the dock partway 
fom the cat, and then remember thatthe slip has tbe chosen 
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frsi-but in (hat moment you have glimpsed the impression on the gimmick 
in the case. 

Tn your pockets are wo billet indexes; instead of having tho names ofcards 
on the slips, however, anch bears the message to be found on that card in the 
Gypsy Witch deck, 

Having learned the identity ofthe carê, Yeu obtain the correct billet (here, 
rather than paper, advise the use ofa thin card stock); in placing the billet 
chosen by the spectator into the clip you switch it for the one you hold. 

You removs the cards from the case, and the billet you hold is disposed of 
slong with the case. As you show the faces of the cards and explain a bie of 
their purpose, you spot the named card and bring it to the top with a casual 
‘cut or two. It then only remains to execute Your best force on the third spec- 
‘ator, and bring the effect toa conclusion, 

In a variation on the primary version—those of you who are familiar with 
Phil Goldstein’ excellent Four-Sided ‘Damgie from hls RED BOOK OF MENTAL- 
28 will see how it can be applied here, ie, a spectator thinks ofa cară before 
the show; since you know what this card is, it eliminates the need for indexes 
or the impression device, and the necessary card can be at the top of the deck 
atthe outset. Phl snggest an ariditinnal Tinn hara whan lasting with the firat 
spectator (he of the pre-show selection): during the performance yon show 
‘the Gypsy Witch deck t him and ask if he has ever seen such a deck. Ho will 
‘most probably answer No, and this will subdly suggest to the audience that in 
the pre-show selection no deck was involved. 


Praes 


PAGENCY 


апав ован we eke a technique thathas been kicking around for 
quic a while and noe it to produce a very impressive effect, 
EFFECT 
‘You show sor three paperback booksand a large dictionary. 
‘The dictionary is handed toa spectator to hold, and one of the 
hooks s chosen by another spectator 

Going to а few people, you riti the upper outer corner of 
the book and have each of them stop youatany time and note 
the first word et the top of the selected page. 

You have any of the spectators call ut his or her selected 
word; the word is, for example, happy. You instantly say, ‘Page 
324 - second column —its fhe third word listed, dou from the top 
of the page.” 

The spectator with the dictionary finds the location given; 
‘you are, of course, precisely correct. 

METHOD 
As I said, it’s an old principle, building on concepts by Paul 
Curry, Orville Meyer and Danny Tong. 

Tcalso isa groat deal of work to prepare—though onee this 
done theefiect itselfis nearautomatic~but whoever toldyou | 741 
mentalism was easy? 

Basically it is this: at the wppor right corner of each right 
hand page in the three books, you note the dictionary locations 
Quazecotum position from bottar or top of column, whichevers 
shorter for the words at mo ef-top of tho acing left-hand page. 

“Thus, when the spectator peeks ata word, you are looking, 
at the information that will locate chat word in the dictionary 
‘held hy the other spectatur. 
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Ifyou have twa or three spectators look at words—and here a couple of 
repetitions will increase the eifect—you should memorize each location 
as glimpsed. If you can't depend on straight memory to do this for you 
{you might use rinemonics; in the case given, 324 would translate to MINER, 
‘an easy assaciation—if you remember Snow White and The Seven Dwarfs 
particularly Happy! 

Tt should be noted that, if you use mnemonics, the mnemonic спе itself 
can be writen instead oF te number coordinates. 

Hore we've taken a clastic method of a book test and useû it for a super- 
memory demonstration; while it may seem to be a lesser cffect, there are many 
situations where they'l believe you have really memorized the dictionary 
when they wouldn't ever buy’ the standard presentation, 

CREDITS. 
As given in text, Dr. Franklin V: Taylor was the inventor ofthe Peek Deck! 
fon which many of these later methods were based; it should also be noted 
‘hat Paul Curry! was the first to apply the principle to a book test. 


Tsze Phoenir, No, 15; Dec. 25, 1842; page 103. 
12Phaenix, No. 53; Fob. 4, 1914; page 218. 


CUTOUT 


MB o isa combination of two ideas to create some interesting 
mmensilism with cards 
EFFECT 
Havingshufled the deck you handit io a spectator and instruct 
her to out offa packet which may be as large or as small as she 
likes; to make things interesting, you add, she should take at 
least a dozen cards. She does so. 

‘You instruct hor to note the card she has cut wie, the 
‘botto card of her packet, When she has done thia she ls asked 
to hand the packet to another person who is to shufMe it-note 
the new botiom cazd—shufMle the packet again—and hand ic 
back to you. 

You havo the spectators concentrate and—with a lie bye 
play—you find the two thought-af cards. 

METHOD 
The deckisstácked In à prearranged order and youshuifo is, 
of course, false. 

‘The two selections are ade as indicated above; you get the 
packet back and begin to look through it. Actually you are 
‘counting the cards, and from this you tearm the card chosen by 
the first spectator; since her card was the bottom one of the | 74 
stacked packet, ifthere ace eevenlcen cards it is obviously the 
seventeenth card in your memorized stack. 

Let's say the first spectators card isthe Two of Diamonds, 
and that ofthe second spectator (which as yet you don't know) 
is he Nine of Clubs 

‘You turn to the second spectator and ask him to think of 
his card. After a moment you say: “s a red card.” Here what 
you wili be daing is naming the characteristics of the card 
you do know) 
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"The second spectator denies this, You are surprised, and say you get a 
distinct impression ofadizmond. Turning for a moment ta the first spectator, 
you ask if she is thinking of a diamond, She confirms that this is true—and 
ou ask her to stop concentrating on her card for a moment. 

Going back to the second spectator, you say he's thinking of a low-value 
card he says no—and glancing back atthe first spectator you ruefully observe 
that hers must be a low-value card; this is confirmed. 

‘You may continue with odd or even, depending on the situation; most 
oñen, however, after one or two ‘misdirected’ divinatione you will, based 
on the cards you hold, have eliminated down to the second spectator's card, 
which you reveal. 

Since you've known the first spectator's card all along, it is no problem to 
conclude with the revelation of this selection. 

NOTE 
If you play this in a light, pleasant way, as a humorous situation, the 
spectators will assume the ‘mistakes’ are a part ofthe presentation and will 
not associate them at all with the method. Since in any case gau couldn't 
now the first spectator's card, it won't seem feasible that you could use it 
asa reference point for rha cacond selection. Irie on that notion —and your 
acting—that this affect rests, 

(NOTE 1993: After the second spectator has made his selection and shamed 
the packet, you may optionally allow him to cur the deck, put the packet on 
the ower halfand replace the cutoff porsion; hecan then give the deck several 
straightents. Atthispeint you may false shuffle. On looking through the cards 
yon will sec a point where a group of mized cards interrupts the stack. This 
15, of comse, the shuffled packet; you count this group and continue as usual 
It now seems as though you are finding the two thought ofenrds from amongst 
the whole deck rather than a packet, and you may find this enhancement of 
the effect to be worth the very slight additional trouble.) 

CREDITS 
The cutoff packet from a seark location is kd Marlo's A Miracle With Cards 
and appeared in Thidem No. 89, Paul Marcus vscd the ‘wo-choice’ idea in a 
‘ump sequence to insure a positive response in his Across The Void which 
appeared in Corinda's THIRTEEN STEPS TO MENTALISM 
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PHOLDER 


MEM The stage and platform effect is more amusing than mysterious, 
and is hardly Intended fer the performer who comes on very 
strong or plays it heavy. For the right performer in tho right 
situation it can be a fanny and effective opening piece. 

EFFECT 
You show a closed manila folder of the kind used in filing. On 
the front of this folder in bold letterine vou have listed the 
mames of Be atiractive celebrities lo us say they arc. 
CATHERINE DENEUVE SHARON STONE 
‘MICHELLE PFEIFFER THERESA RUSSELL 
LINDA EVANS 

Asking a gentleman to take part, you explain to himn that 
at considerable difficulty you have been able to obtain a 
candid photograph of one of these ladies... andl in this 
particular photograph.. -she isn't wearing anything. You 
attempt to project the name to the spectator—and he names 
fone ofthe five ladies listed 

"Yon ree] hack in surprise, “That's amazing! Youve absolutely 
righe! And heres the picture to prove i... 

You take the photograph out of tho folder, and indeed its 
blonde subject is wearing nothing. Its a bit difficult tn tell much 
møre.. -since the subject is only three months old. 745 

yon let the now empty folder drop open inside, in very 
large letters, are the words: WHAT DID YOU EXPECT? 

After the laugh you set the felder aside, ad continue to insist 
that this is the named star—but the spectator is skeptical, as is 
the rest of the audience 

In that case, You say, tsa good thing that you have some- 
thing abit more carent; you tarn the picture around and there, 
onthe other siđe, Is a current photograph of the named actress 
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CREDITS 

“This is based oa Bob Cassidy's Presidential Parivar in his PsLUO-MENTALLY 
Yours’; he in tarn credits Robbins! ESP Photo Miracle far the inspiration, 
Here ve attempted to provide a somewhat more subtle method, and changed 
the theme in accordance with my theory that successful and beantifil women 
are of more interest than politicians. 
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Like the jus described rote, the effect which followsis intended 


KINESLATE 





asa Tight and humorous piece. Iwill ga cutem a timb here, how 
ver, and say that done in the right situation... and given the 
proper presentation. thls could get the strongest audience: 
reaction of anything yoa do, 


EFFECT 
Xon havea spectator call olop ao yeu riffle the pace Ufa Luv; 
she notes the first word on the page 
Picking up a slat, you say that you will attempt to divine 
her thought. After a few moments you appoar to sor ible some. 
thing on the slate; you ask the spectator to call her word aloud. 
She dotê so and yon triumphantly turn the slate around; it 
appearstabe the same word the spectator called ot, and so of 
course the audience applauds. As you smugly take your bow 
You glance at the spectator, who seems dissatisfied, 


1a something, you innocently iaguire, wrong? 


Frys 

‘The spectator tells you its the wrong word, You look at the slate with a 
puzzled expression, then back at hez "But you said WON, didnt you? And dats 
what Ive written here...” 

After abit ofby-play (not too much) it ie determined ihat in fact the spes- 
‘ator thought ofthe word ONE. 

‘You appear to bo taken 
down a peg. ‘And I thought 1 
was doing ao tell you sigh, 
Hmm...” 

As you look at the slate the 
W in WON seems to quiver a 
bit, anā then it definitely be- 
gins to move. Te slowly crawls 
p the ate and across, sheve 
the other neo letters, and then 
moves hack down fnto ino 
"but now it lies on its side to 
frmaleter E... thus spelling 
the word correctly, 





METHOD 


‘YouTT hardly need to earn rhat rhe word ONE is forced; you find a book where 
‘cappears at the fist postion on the lefthand page and force it as per usual 
with a rif. 
je slate is actually astata frame around a piece of artist's thick showcard 
this card has been covered with black construction paper. On this you have 
written the O and N in white chalk and sprayed with fixative. 
The Wis drawn on another piece af conseraction paper, jast 
large enongh for it, and thie piece is glued to a similar piece 
‘with a matal shim between the layers. 
Your only other requirement is a strong flat magnet; this, too 
shouldbe covered (on one side atleast) with consteustion paper 
At the outset the W is positioned on the slate to spell out the word WON, 
the magnet holding itin position ftom the other side of the slate. The slate is 
on your table, magnet side up; when you pick up the slate your hend reaches 
across and grasps it by the far edge so that when tis brought up into writing 
position the magnet will be concealed by your arm. 
“The wring i, oF course, 
only simulated. 
After you have shown 
затне еи the word and the by-play 
wilh the spectator hasbeen 
{gone through, itis simple maller te haveonc hand go behind theslate white 
the other holds the slate by one edge. 





Magner 
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"The magnetis moved behind the slate to bring the W up and aver and down 
into its final position, and thus the effect is concluded. 

NOTES 
In making the movement you should notlet the W go directly across the other 
letters since ideally you want to give the Impression that the letters moving, 
nota piece of carû with the eller written on it. 

A slightly moms elaborata version ofthis would use a fake hand taken from 
the pocket and clipped t ane end of the slate at the appropriate imo- but I 
don't think it is really at aT necessary. Other thoughts, also a bit Byzantine, 
‘would invalve having an assistant hold the slate, or having the slate on a large 
sas behind which was a secret assistant. 

CREDITS 
‘Thebasic homonymic-mistake dea was the invention of Stanley Collins, who 
used itn conjunction with his Transcendental Book Test (which forced Qe 
‘word one), an was the basic gag, done with letter-cards; here T have attempted 
то make the gag into something more visual and with a mystery element. T 
‘may also have heen inspired to some degree by the moving pip card, 





TRINITIAL 


ae Here ina very direct thought projection routine using three spec 
ators Who never have to leave their seas. 
EFFECT 
showing tee three-y five-inch pay envelopes, you mention 
that each contains some information which you will attempt 
to project into the minds of persons in your audience. 

Pointing to a epartatar, yow ask him to name any two-digit 
number, he dona no. You mark the envelope with his initials 
and set it aside. 

As quickly, you repeat thia process wilh the other two spec- 
‘ators andthe two remaining envelopes. 

Gathering the envelopes together, you ask the first spectator 
toremind the audience of hisselection. He does so and, locating 
is envelope from the three, you open it; the card taken from 
inside shows the number Just named! This astonishing result 
ig repeated with the other two spectators: 

METHOD 

For all its directness and strength, (his effoct is brought about 

very simply. You must knew the initials of the three 
Spectators you will be working with. Prior to the show, those 
initials are written on tho faces of the envelopes; then, into | 754 
teach envelope goes a blank white card. To the inner side of 

the face of the envelope is affixed (with dovblestick tape) a 

piece of carbon paper The envelope is then closed and the 

asp is secured on ће Пар, 

"The pen you use is actually a dummy; it does not write at 
all but in the course ofthe affect acts as a stylus. 

To performance, you remove the envelopes from your 
pocket, being careful not to show the initialed faces. Going to 
the First spectator, you have him name a number. 
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"This done, you ask for his initials; he gives them and you apparently write 
them on the face of the envelope; in fact you use the stylus to write the two- 
digit number Asson as this is done you set the envelope to one side, initials 
facing ourward. Ir appears that everything hasbeen done very fairly. 

‘You repeat the process With the other two spectators It then remains 
only to gather the envelopes together—ask forthe initials of each spectator 
în turn, locate the corresponding envelope, open it and reveal the predic- 
tions as described. 





NOTE 
‘Donor do this with just one onvelope—thtce is the minim —sinos the whole 
idea of the inirialsis to keep track of which envelope is which otherwise there's 
no excise for hem. 

CREDITS 
“The impression envelope goes back to the tumn of the entary; this applica- 
{ion is inspired by my own Doublet (page 303). Lam wld that Ned Rotledge’s 
Dice Telekinesis (which I have nol seen) uses a similar principle. 


QUINTASTIC 


SEA the Final item in this section, I wil describe a eand effect—but 
[think you will agree that it Is just a lite bit out of the ordinary. 
EFFECT 
You shuffle a deck of cards and hand it to a spectator to cnt; 
this done, he is to tako off the top card and place it in his breast 
pocket. The next card goes into his le jacket pocket; the thid 
‘card into the rieht jacket pocket: the fourth and BAH inte the 

Teft and right trouser pockets respectively, 

‘Tho rest of the cards are set aside. 

You reveal that before the show you went through exactly 
‘tho same actions as those just done by the spectator. From your 
breast pocket you take a car; itis the Six of Hearts. At your 
instruction the spectator removes the card from his breast 
pocket and it, too, is a Six of Hearts. 

In like manner you remove the cards for your other 
pockets and in ezch case, when the spectator removes his card 
from his pocket, it is seen to match precisely. 

METHOD 
‘Again, here we havea strong and visual affect, che method for 
Which can be explained in a very few Tines. 

The deck, which you false shuffle, consists of ten banks of | 753 
the same five cards in the same onder în each hank. 

‘Thus when the spectator has finished putting the cards in 
his pockets and you set the deck aside, a glimpse of the borom 
card of the pack tells you where he started and hus what card 
is in which pocket, 

Tn cach of your pockets is a simple Bve-card pocket index, 
you need not, really, use an index at all, but it may make the 
operation a bit more graceful. 


MIND, MYTH & MAGICK 

Knowing which card is in ach of the spectatori pockets, you simply remove 
the appropriate card from yaur pocket first, 

“That, really, is all thore isto it, 

NOTES 
‘should say that for this effect I use aluebank deck; ten cards repeated five 
times. (In fact this is the same deck used in my Tronic routine, page 69.) The 
indexes, of course, are expanded to hold the ten possible cards, 

‘This concept was originally formulated for use with ESP cards in a Quanti- 
‘mental stand, the spectator removing the cards from the stand one ata time 
and placing tem in specified pockets—but that version seemed a bit over. 
elaborate, 

CREDITS 
‘The multiple-bank deck should be credited to Edward Bagshawe 16 
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CROSS-REFERENCE. 
Decision: soo Burróng Questions -page 20 
Zodiaccownt: sce MINDSGRIPT 1: Tho Book "tst page 349. 
Paolder: see Pentab—page 647 
Trinitial: see Doublet—page 303 
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TAROT. 


[1987] 


“Link you're a very bad man,’ said Dorothy. 
“Oh, no, my dear; I'm a very good man; 
Kma jast a very bad wizard.” 

=L. Frank Baum, Tue WizaRD Or O2 


DEDICATION 
"To hose who socit tha trath behind Ша Ганау 

‘and who realize that even make-believe wizards can, 
often provide real help to those who seek it 


Hinno wii e found a numberof items using the Tarot deck, so itis probably 
appropriate to begin by discussing what kind of Tarot deck is used, Thece are 
many different decks avalable, as a look through the U.S. Games Systems 
[talog will show; in what follows, however, we will assume the standard Rider. 
‘Waite decisis used. White this deck Is not the best on either a technical or 
aesthetic level, fis by far the best-known and most recognizable -and there. 
dore to most querents sig (ironically) the most ‘authentic: 

‘The material here rens the gamut from out-and-out chicanery to new 
{techniques and systems for Tarot reading, as well as some lachnical data 

Fun, nowever, a word about Tarot work in general: 

You may not necessarily accept tho divinatory properties ofthe Tarot dc; 
be that as it may, if you are to present Tarot work in anything approaching a 
convincing manner you aro going to have to learn about the cards not just 
‘supposed individual meanings, but also the history and syzabotism involved. 

why? 

Imagine, if you will, an actor wha would attempt to portray a pilot without 
learning something ofthe basics of fying and the cockpit controls. leis highly 
коју that he would appear unconvincing at bestand ridiculous at rors! cron 
^o those who know nothing about planes. I this is true in the ‘set piece" of ant 
acting scene, think how much more true it wll be ofa situation in which there 
's interaction, between you and the querent 

‘This is not to say that a good extemporsneous speaker can't get by with 
just a thin veneer of knowledge on a subject. | am, however, assuming that 
‘You aspire to more than just ‘getting by’ that's one of the reasons for the 
Bibliographical Information page at tho ond of chis section, 

One other point, which Ihave previously toxehed en in OMNIMANCY: 

‘Tarot cards set up expectations in the minds of most people—expecta- 
Чопа ofa mystical experience in which the querent or spectator learns what 
the cards indicate of fucare events, To bring out such a deck and then do 
what is patently a card trick is to upset these expectations in a negative 
‘way; quite frankly, most poople would rather have their fortunes told than 
sce Beard Liki, 
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‘This does not necessarily mean (hat Tarot decks aust only Бо пай for 
readings and cannot ellextively be employed in other areas of mentalism and 
mental magic. Many examples of their use in mentalism effects will in fact 
ba found in these pages 

You, however, are the only judge of what you can present ina convincing, 
and effective way, and I will leave it to you to make that determination 
concerning the material herein. | will only say that whalever is done must 
have a feel more mystical than magical, mor: ofthe mind than legerdemain. 


READS 


Jn this subsection a number of methods (or secretly 
gaining knowledge of a queronv’s thavehtor question 
will ba described, It should be noted, howevor, that 
these are comforting in diffienlt situations, but are by 
no means required. Most books on Tarot divination 
instruct you to ask the spectator the question and 
those that do not (Crowley's Box OF THOTH, for 
example) generally have û system tn determine 
whether your divination technique is valid. 

However there ara times when it willbe helpful to 
have means of gaining solid information. For chose. 
mes, dhe following methods are provided. 
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STUCKUP 


ams traditional for the Tarot deck to be wrapped in à cloth when. 


not in use; we take advantage of Ua tradition for is and the 
Slowing method. 

For this first method, only two bits of preparation are 
required: the firstis to trim the blanke- faced Tarot card (which 
will be used før the writing of the question) so that it is 
Sighily narrow. a blob of magician’s wax (or any good becs- 
tran) ia placad a: the canter of che loth, which ie then Tightly 
‘wrapped around the deck. 

"The deck is ken from the cloth, which is set aside for 
the moment (remember which side ofthe cloth has the wax 
ball) From the deck you remove the blank card, and ask the 
‘querent lo write a word or phrase which will fix his question 
firmly in mind! 

When that has been done, the quecent is instructed to push 
‘he question card face down into the facedown deck, which 
‘he then cuts several times. You pick up the cloth with one 
rand мах відо toward you~and the deck with the other. At 
you bring the cloth in font oF the deck, you execute a Charlier 
one-handed) cut with the deck (a bit more difficult than witt 
aregular deck, but mastered in an hours practice, if necessary) 
Bocas the question card was trimmed narrow, cha deck wil 
‘break at this point and it will Gras end up on top. 

"The cloth is placed over the cards and you pause for < 
moment as yat da so, press the wax ball against the questior 
сахй You take the deck from beneath the cloth and push of 
{he top three cards to the table in a one-handed deal. As you 
are doing bis you rote re question, which will be stuck tothe 
cloth with is face toward you, 


"Thi word or plas’ concent is George Anderson's from hia tr Mus 
d 


TAROT. 
(Iwo points: fist, the cloth shouid be 
reasonably heavy, so that (a) the card cans 
not be seen through it and it (b) drapes 
correctly—second, you hold it along the 
middle af one edge by as much of that edge 
as you can grasp, rather than by a single 
spet—in other words, st should hang in 
roughly along rectangle rather than à dia- 
mond shape. 

(If ese points arc adhezed to, long with 
Justabitof attention to angles and lighting, 
there shaald be no possibility of the querent 
sighting the card.) 

You briefly mention that these cards (the 
three dealt) willreprescnt past, presentand 
fature. You wrap the deck up in the cloth, 
returning the question card to the top, and 
set the wrapped deck to one side. 

Now, with knowledge of the question, 
ouars able lo give an exccllentand meane 
ingful reading from he trad of cards 
NOTES 
‘With this and other methods, the querentt writing may be wrong side up from 
your point of view when you make your glimpse. For this reason ît is advis- 
able to instruct the spectator to print the word or phrase—*, аз though you 
were looking at it on a sign or bilboard, so that t wi be vivid in your menial 
picture..." 

‘As an alternative to magiclan’s wax or beeswax, you may wish to experi- 
‘ment with the stickum putty sald by office supply stores under a variety oF 
Tames; used for temporary posting of papers and notes t walle, this pulty 
may in some cases bo preferable to the wax. 
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am This method also uses the cloth, which in this case nads no prepa 
ration, However one of the regular Tarot cards (nor the blank) 
is trimmed slightly narrow. 

As before, a question is written on the blank card; itis 
replaced above the narrove card—cither by having the naria 
card on cop to begin with, or simply cutting to it The deck is 
Tut by the querent, burying the quevion card somewhere in 
the middle. 

AL (his point he three tap cards are dealt for the reading You 
then pick up the cloth and begin to cover he deck. As you do 
о, you allow the deck 
(screened from the 
querent by the cloth) 
to fall open as though 
you were going to do. 
a Charlier cut; be- 
cause of the narrow 
card, it breaks so that 
the question card is 
visible at the face of 
the upper half. You 
mote the question and 
allow the deck to close 
as you continue the 
wrapping procedure. 
‘You may wish te have 
ihe querent mix the 
three cards on the 
table to divert atten- 
tion at this juncture, 
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TAROT. 

Again, you know the question, and thus may proceed with the reading. 
‘There may be afew situations when you simply cannot read the writing in 
a short glimpse; in those cases youn compete the Charlier cut and wrap the 
deck Dut you wrap itas par the oid coin old, so the deck actually ends up 


outside the cloth while still apparently wrapped? 
‘The question card now faces you, so you should be able to get a good glimpse 
before continuing the wrapping procedure and seting the deck aside, 
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FT is 1 ThonpsoctsPrpronaz Vim, welch УТ Ње оза нанава Расла. 
Мазта. Бетте, раре37. 


ENCOUNTER 


am he querent is asked to eut the dock and she position is marked 
ae. ou do ihe old cressthe-ct force), She s then hamded a 
‘lank eazd with acircle drawn on it and asked to write the usual 
word or phrase within: 

‘This done, you take four cards from the point cut to—in 
actuality the original top four cards of the deck; the third of 
these four has a window cut out ofits center which matches 
the circle on the question card. You take these tour cards 
from the deck by spreading them slightly, so that the window 
fs nat revealed, 
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As you explain that these are the quorent's Fate Cards, you 
{ly count them; in doing this you execute an Eimsley count’ 
‘This exhibits the four cards as appearing completely ordinary. 


ia print any number af paces, мапата Bar VERKON'S Moe Mow 
SERES OF CARD Macc y Levin Gamson, peg & 


TAROT. 

"The top two cards are dealt in front of the querent, and the two cards 
remaining in tho hand are spread slightly. The querent is asked to place the 
question card between these two cards o isolate i or “so st may absorb the 
Tarot vibrations’, not о I cant see what you've writen’. 

Atthis point, optionally, you may snap a rubber band around the packet or 
secure it with paper clips; personally feel such items arc rot in keeping with 
“Tarot cards and do not use them. 

The querent is asked to ext the deck again; a this is done you glimpse the 
‘message through the window, ‘The packet is then placed into the deck and 
the querent replaces the cutoff portion. 

Now, from the two Fate Cards dealt to the table, you proceed with the 
mading, 
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DemiJohnsson 


mo hand the Tarot deck to the querent and ask her o remove the 


banik card; this done, she ia to write a word or phrase which 
symbolizes her question—or, ifshe wishes, the complete ques- 
tion; this method allows fort. Asshe is doing this, you remove 
ftom your desk drawer athree-byeiive-inch envelope; this can 
be olthar a standard correspondence variety or a pay envelops; 
the oniy stipulation being thar it ie nhvianely npanne 

‘When she has completed writing the question, she places it 
face down an the desk. You hand hor the envelope to initial; 
this is done, of course, to personalize ic with her vibrations 
rather than to prove that you dan't switch i. 

“This done, you pick up the quostion card and without even 
glancing init direction you place itin the initialed envelope 
‘äs you instruct the querent to pick up the deck and mix it. 

Jn actuality, you do nothing of the kind; the card that goes 
into the envelope is a blank ome, The switch used to accom 
polish this ia Rick Johnson's IBCTH switch 

What happens is this; as the qucrent is writing her question, 
you get a dummy, blank Trot card from your lap and hold it 
in a Tenkai palm in your right band. (Briefly: the card îs held 
so that one long edge is against the palm and the other is at tho 
outer joint ofthe thumb, the card well back în the hand; with 
the hand held thumb side upward and the back of the hand 
toward the spectator, the card is horizontal and face down.) 

‘when the querent places the question card on the desk 
(which should have à smooth, coth or felt covered surface), 
you move it over to the Icht, ostensibly just to get It out of the 
‘way for the moment. This is done with your left hand, which 


Prom Hs excellent book acme lpessinirs, age 43. 
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MIND, MYTH & MAGICK 

Avariant I have used is to pull out the drawer of the desk slightly; instead 
of falling ta my lap, the card drops into the drawer and onto a pad of paper 
resting there. If the question can't be easily read with a downward glimpse, 
the pad is taken out with the card behind it, and under the guise of making 
notes the question is read at leisure. 

NOTES 

In all of the shove methoda the question card is left in the desk, cloth or 
envelope, 1do mt retrieve itat the conclusion vf the reading, since there is 
по need for it; indeed, itis best ifthe querent forgets that any writing was 
‘ever done. Any cleanup or resetting should be done after the querent leaves. 

Depending on the size of your hand relativa to the Tarot deck you are using, 
even in the performance situation just described you may find i difficult to 
‘conceal the Tarot card in Tenkai palm. However, this same procedure can be 
used with ordinary playing cards or a double-blank deck without difficulty, 
as a straight question-answering method. 


TaroTwo 


MBs suy Double Routine, I suggested a Tarot presentation involving 


amarked dectcand a pocket-writer (page 183); tha routine can 
be greatly simplified by the uso of a simple ext force, 

Very briefly: the querent cuts the deck and you cross the 
‘ent in the usual fashion. She now writes a question on a slip 
of paper and folds il up, depositing it in a cup or small bowl 
you hold. Ac you set chs bow aside vou scoop the billet up. 
into your fingers. 

Picking up a folded slip which bears the name of the forced 
“Tarot card, you switch for the question slip, which you open 
up. 

‘You pretend to write prophecy concerning the Turo: card; 
actually, ofcourse, you simply neta the question and zefeld the 
slip, dropping oth together into Une cup. 

‘The cards arc now dealt into any divinatory pattern, the. 
first (force) card going face down, You do the reading, 
divining the question, and finally reveal tho Card of Fate. 
When the querent checks the slips she finds her question 
and your correct prediction. 











LAYOUT 
CONCEPTS 


Most Tarot readers use the Celtis Cross layout 
pattern for reading, and it ls perfectly service- 
able. Hore are, however, a pair of variations 
which you may find interesting, 
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DoubleCheck 


SSE The deck is Iaid out in the Colcie Cross pattern; then, however, 
you take ont a miniature Tarot deck, and after this has been 
mixed by the specialor you place the miniature cards down 
on the layout in the samo pattern, ovr he larger cards (in the 
Case of the central cross itself you make a smaller cross to onie 
Side). This second sot of cards, as you explain 1o the querent 
isusedas a sortof fail-safe systern; they can either afirm, aug- 
ment or cancel out the meaning on the larger card 

Since there are numerous interesting and appropriate 
experiments with tha Tarot fhat require two decks, this is an 
interesting way of bringing a second deck into play. 
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DeaLull 


APR his rather peculiar divination technique derives froma the Ars 
Magna (Great As of Ramon Lull (1235-1315, he is sometimes 
known by his Latinized name of Raymond Lully). 

Lull system involved the inscsibing of words around the 
bordersofa number oF parchment disks of varying sizes, which 
were üben assembled in order of se wich the largest disk at 
bottom and the smallest at top; ali wreme then fastened together 
жо фы they could zotate freely and independently. 

‘The divination technique consisted of moving the disks 
at random and then looking at he combinations of words 
tims produced, 

Most ofcourse, would be meaningless—hut few combinae 
tions would show a definite relationship, and a relevance to the 
question in the mind ofthe querent 

>My adaptation ofthis technique to the Tarot deck is as follows 

‘The deck is divided into three groups of cards—the Greater 
Arcana (titled cards 0 through 21), the Court Cards (Page, 
night, Queen and Kina) ofthe Lesser Arcana, andthe Number 
Cards (1 through 10) of the Lesser Arcana. 

The querent mixes each ofthese three groups separately. ou | 775 
‘then take the Court Cards and deal them out in a face-up four- 
by-four square. Sisteen ofthe Number Cards are dealt out, on 
top of the cards already there. 

Finally, a like namber of tie Greater Arcana are dealt onto 
the pairs, giving you sixteen sets of three cards each. 

‘As with ulls technique, you now regard each set of three 
cards n turn. Some will show no pattern at all, while others 
Will demonstrate an obvious relationship. 


























EFFECTS 


‘The items that follow are in many cases 
Adaptations of affects from conventional card 
шаві aud socialist, Li son, ues or me 
‘Tarot deck makes them more interesting; also, 
at times, it elaborates the effect, improves the 
method, or both. 
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PYRATAROT 


SS This isan item for an audience of fair or large siza rather than 


small group. 
EFFECT 

You state that before the show you asked a spectator to decid 

on one card from a deck of the Tarot; that spectator is aske 

to stand, confirm that she is still thinking of the eard an 

as told no onc. 

‘Asecond spectator is invited on stage and asked to selec 
a pase m a took on the Tarot toz the moment this page i 
rot revealed, 

You explain that you gave a lange envelepa to a spoctate 
before rhe show; that spectator is asked to stand. 

Finally, a fourth spectator s asked to chaose a card from 
‘Tarot deck which you show; he does co. 

‘You state that the four spectators and yourself compris 
the five points of a "pyramid of the mind*-and that, as 1 
speculated abont physical pyramids, mental pyramids ca 
Produce strange effects, 

At this point the spectator thinking of a Tarot card is aske 
to reveal her thought; she does so. 

"The spectator who selected a Tarot cand reveals it; it is t 
some card named by the first spectator 

‘Thespectator with the envelope opens it; a matching jamb 
‘Tarot eard is evealed, 

The spectator holding the book is asked to open it; hi 
selected page contains a large illustration of the named carî 


METHOD 


As you have doubtless realized, this ia very direct adaptatia 
‘of Phil Goldstein's Four-Sided Triangle. 





see his Riu Book Or Meera, page 


TAROT 

‘Tho spectator you approach before the show actually selects a card from 
Jour Tarot deck this is perfectly logical, since most people do not know 
Bret cards by name, You stress, however, that she is to think of the card 
and not reveal it to anyone, This card in, of course, forced. (See the Golde 
stein source mentioned for his excellent verbiage for this situation and the 
actual performance.) 

Another spectator is given an envelope containing the jumbo Tarot card 
matching the foree card. 

In porformance: 

The spectator who thought of the card before the show is asked to stand as 
earlier described. A second spectator is invited up on stage. You show hima. 
copy of Waites Prcvowuat, KFY To THE TakoT (Which has in some editions 
‘excellent full-page, full-color illustrations), and execute a force of the proper 
‘page, This ean be done in any number of ways, bt here the simpler the better, 
тту personal preference is fora rill-force using a few tcmamed pages which 
act together as a short card. A bookmark is inserted to mark the spol, but the 
spectator dos not look at tho page as yet, 

‘Tho spectator with the envelope is asked to stanê; û fourth spectator selects 
a forced card fcm the deck, 

romly remains to reveal the multiple coimeidance—and take your bow. 


CREDITS 





Aa noted in texe. 
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ASTRASPECULUM 


EFFECT 


Sat spectator is given the twenty-two cards of the Greater Arcana 


and asked to name a number between ten and twenty; the 
‘number is used to indicate a card from the group he holds 

Youhanda second spectator a disk of glass and have her hold. 
it in the palm of ber hand; she is asked to concentrate on the 
ish, o acini cose aut luge, Presently se ys, a E Rost- 
andy, that she seems to see a faint image of a star 

‘The spectator is asked to turn over the previously selected 
Card; it is, of course, The Star, 

METHOD 
‘As you have doubiless surmised, the disk fs & commercially 
marketed item which produces a star image when a film of 
moisture condenses on it. This moisture was usually created 
by breathing on the disk; T believe it was Tony Andrazzi who 
first pointed out that the heat of the palm could also bring out 
the image. 

‘The force of the Star card, however, has some interesting 
aspects, Atthe beginning ofthe routine it is the tenth card down 
From the top of the twenty-two-card group. 

Yon ask the spectator his zodiac sign; this given, you mull 
the information over for a moment. "n that cass you say, name 
anumber between, ah, ten and twenty The impression given is 
‘hat the range of numbers given ie related to the porson'sbieth- 
sign, and thus ere ig an occult reason for the limitation; in 
fact there isa reason, but not that one, and you always ask for 
a number batweon ten and twenty. 

Your reason is that, asked to choase a number in this range, 
large perceniage of parsons will choose seventeen, When this 


TAROT 
happens, you instruct the spectator to look through the cards and remove the. 
one bearing the number seventeen—which is, of cours, the Star card. 

And what happens when they don’! name seventeen? You point out that 
along with astrology and the Tarat, numerology is one ofthe most important 
divination systems and you then proceed with the old numerology force. 

“T explain: you have the spectator deal off the named number in a fac- 
ova pile You then, n approved numerological fashion, add the digits of the 
umber together and have the spectator deal down to that card in the dealt 
pile. This will always be tho card that was originally tenth down from the top 
of the deck. 

"The card is placed aside without being looked at, if you wish this tbe a 
test of clairvoyance on the part of your soryer; if, on the other hand, the 
premise is telepathy, the spectator with the deck notes his selection. 

лето also be possible to present i as precognition—your seryer noting 
her vision anê drawing it on a slip of paper or simply keeping itin mind. T 
some situations, and with the right persons, this could be extremely effective; 
butin the majority of cases T would recommend the clairvoyant or telepathic 
presentations. 

Possibly Irrelevant Note 
TEyou allow drops of water to fall on the disk, they will assume the shape of 
a star (or whatever the disk has been prepared to produce). 
CREDITS 


The ‘soring aspectisbased an Tony Andruzzis Deryni Factor, which appeared 
fn Dazmon’s Damir“. 
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STABLEAU 


EFFECT 
n ule adeckof Tarot cards and then place it before the spec 
lator, who is invited to cut it several times; after he has done 
50, he deals the top card lo you and takes the next for bimscit 
Both cards are signed and returned io the deck, which is agair 
vut several times by the spectator. 

Inteencing a pate of 
small thin-bladed dag. 
gers, you insert ona of 
these from side to side 
through the deck; the 
spectator is handed the 
other knife and invited 
to insert it anywhere in 
the deck from front to 
back, 

‘This having been dore, you bath name your cards; ths deck 
is separaled at the points wher the daggers efter and il is seen 
thar your kaife resis against the face ofthe spectators signed 
tard—and his knife rests against your signed cardi 

METHOD 
A Tarot Svengali Deck is usad. On the face afevery short foros 
Card you have signed your name; there is no other preparation. 

With cara, a'Tàrot Svengali Deck can be rifMe-shnled After 
the selection procedure as above, and ho signing ofthe cards 
(ehich you of eosrse simulate, since your oroe card is already 
signed), you replace your card frat. No matter how often the 
spectator curs the deck, you have only to look for the spot where 
two short cards are together, and insert your knife just above 
this short pair 
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TAROT 

(Note; while you and I know that straight cuts won't separate the two 
selections—unless they go to top and bottom of the deck—spectators usually 
don't know that If yore worried about Ds however simply cut the deck so 
the two chosen cards are in the Tower hal. This done, you ean now ran any 
di number of cards fom the top {pulled off singly, inqverhand shale fashion) 
land throw the rest ofthe deck on top of these cards, Alternatively you ean do 
a Charlier false shuffle) 

You now riffle the deck from top to bottom and the spectator inserts his 
knife anywhere; It will, of course, be beneath опе of your signed force cards. 

You conchude a indicated in HEE. 

NOTE 
Do nor omit the signature business itis central to creating the believabîlity 
of the effect. I possible to do a crude version of this with glimpses and 
‘miscals, bt chat rather misses the point of what happens. Here there are no 
moves, anā the handling is Clean and natural; keep it at way, 
CREDITS 

‘The idea of Finding two cards with stabs into the deck in different locations 
was firar suggested by Dr Jacob Daley in his To Cards In Fear which appeared 
in The Jinx? oth the general effect and method were different from Stab 


TR 85, Apr T4, page 54 
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STABOO 


Sm This bears a family resemblance to the preceding item, but ie 


different both in effect and general method, 
EFFECT. 

You show a Tarot deck and spread it across the table; turning 

Your back, you instruct a spectator to remove a card from 

anywhere, note it and place it out ofsight. She is then to square 

p the dock. 

‘You turn around and give the deck a few idle cuts. At hie 
point yon may now proceed with a reading, in the course ol 
Which yom delineate the ideal Card of Fortune for the spectator 
it is, of course, the car previously noted. 

METHOD 
‘The deck has been stacked (see page 794) and alternate cards 
are cut short 

‘When you pick up the deck, you tap iton one end to move 
all she short cards down into alignment at the bottom. As with 
the preceding offect, you will note one place where there are 
two long or short cards together; this is the point from which 
the selected carê has been removed. 

You cut the deck at this point (between these two long or 
short cards), note the relevant card, and by your stacking 
system are able to deduce the identity ofthe chosen card, 

NOTE 
IE you don't wish to prepare a deck specifically for this effect, 
you could use a Tarot Svengali, the indifferent cards being 
‘tacked. Tf, when you pick it up, you note two long cards 
together, on of the force cards has been selected; if two short 
(force) cards are together; you carto bring them to the top and 
nore the indifferent card at the face, concluding as before, 





GYPSEE 


a Ti Item Is a combination of a presentational concept by Tony 
Corinda with a vory old cară effect, 
EFFECT 

From an envelope plastered with odd and colorful stamps you 

take a letter; itis written in pencil on a heavy parchment paper 

You sptain thatthe later ie from 2 Cypey sorceress whe haz 
proposed a peculiar experiment which you would like to tY. 

A spectator is invited up and you explain that you will read the 
instructions which they ara to follow, A Tarot deck îs placed in 

front of the spectator. 

You read: 

“The sitter is to eut off a portion of cards; more than a tard of 
i Tarot must she cut. She isto remove the card from the Tower 
portion and replace he cards eut off She ia then to nole her card— 
which wil be her Gard of Fate and place itor he deck of Tarot. 
"Then sue must cut the deck completely; this must he done tice” 

Aa you read the Instructions, of course, the spectator 
follows them; thus her chosen card is now apparently lost 
in the deck. 

“Nou,” you continue reading, the dack must be turned sothat | 785 
the faces shou, and again the sitter must cut the cars and complete 
the ent, This must be done until a Card of Fortune, a Gard of the 
Greater Trumps, appears” 

You pause to explain that this means one of the titled cards 
ofthe Greater Arcana. 

“When this has been cone, te card wil be interpreted by my 
siudent____ [your name]'You givo abrief reading ofthe 
‘meaning of the card. 
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Mino, Mita & Macick 

"fell has been done, and the signs are favorable, the Card of Fate will now 
rest 7 cards down from the top of the deck of Tarot. Tura the deck down, and 
count, and see." 

The cardsare turned face down and the specified number is dealt; there in 
factis fund the previously chosen card. The letter may, ofcourse, be looked 
over hy curious spectators. 

METHOD 
‘The Greater Arcana is stacked in numerical order at the bottom of the deck, 
with No. 1 being at the face of the deck; two more indifferent cards (i-es, 
cards from the Minar Arcana) aro placed beneath it, 0 that itis now third 
from the bottom. 

"The letter is of heavy parchment and written in pencil to allow you to use 
anailwriter to MIn the number 

In performance, you have the spectator follow the instructions as given in 
the lettez When the deck is turned faco up and cut, you note the value ofthe 
card ofthe Greater Arcana which shows up (this may tike a number of cuts, 
Which is fine, making the pracedure seem quite random). You add two to this 
number and A in the blank space în the Tetter with the resulting number. 
‘Thats all there isto ît, 

‘ow will appreciate tant you ean ao tno mitingin erthe number the moment 
the spectator cuts ta the Greater Trump card, before you have even begun 
youz reading of that card. You can then set the letter down while you giva the 
zoading, and il anyone should happen to glance at it that's just finc. 

NOTES 
‘You add two cards to the stack a the bottom so that the numberof the Trump 
card (to which, n any case, you do not call attention) will not be the same as 
the position in which the chosen card is foand—a ‘coincidence’ which would 
bea direct poft wo the method. In yous reading you do not make any mention 
of the number of the Greater Arcana card. 

‘One of the problemas with this kind of method is the restrictions it imposes 
on the spectator Here you don't have to worry about that, because you are 
towing instructions rather than giving them, 


CREDITS 
‘The presentational notion comes from ‘Tony Corinda's The Prophesy in hia 


'TAIKTEEN STEPS TO MENTALISM, The stack which tips off the position of the 
card is a notion of Jack Miller's”, popularized at one time by Al Koran"! 


age 18, 
"Soc Scit OY CiYo TH The Trig Cord page 135 lo Rufus Steeles SO TEER, 
That Rumer Down, pe 4 

"Sen The baz Magician Dont A Car Trick in Abra, Val. 18, No 48; Sept 14, 1954; page 
[E 


ТКИМРЕКҮ 


a ıı is variation of the above, the cards of the Greater Arcana aro 
‘marked on the backs, and you can therfore eliminate the 
"business of having the deck turned face up. You simply have 
the spectator cut a number of times, and wait for one of the 
marked cards to show up on tap. 

‘A more elaborate variant would have the entire Tarot deck 
markod ana tho prophooy would namie ot only tho position 
of the card but its actual identity. Two drawbacke to this are 
the devising of a practical marking system for a full deck— 
though as I indicate on page 800, such is possiblo—and that in 
filling in the card with the nail-writer you would have to 
abbreviate, which would notbe appropriate to the п все. 
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TRUMPWAVE 


EFFECT 


am ou show sock of Tarot cards in a leather case, and mention that 


(one card within the deck is rather special; you propose an 
experiment to see if spectator can sense the vibrations of this 
‘special carû. 

“The deck is placed io one side in a prominent position, and 
yyon show a deck of jumibo-size cards, consisting of the Greater 
‘Arcana of the Tires A spectator ie invited up and eventually 
Chooses one ar these cards; he does net reveal his choice. 

You take the regular Tarot deck from its display position and 
remove ititom the case. Spreading the deck ith faces outward, 
št iş noted that one card in rammed around with its back to the 
spectators 

You now turn fhe deckaround to show thebacks ofall the other 
cards and the face of he reversed card. At your behest tha spec- 
tator holding the jambo card turne it to show its face to you and 
the andience; the wo cards ae, of eure, identical 

METHOD 
Ato how you know the spectators selection —the jumbo асс 
is stacked or marked (see Notes). 

The Braimwavetype Tarot deck ishased on an idea ol Peter 
Warlock's (which used regular cards), and is possible because 
the Greater Arcana comprises slightly less than a third (twenty- 
tro) ofthe seventy-eightcard deck. 

To construet the deck, roughing fluid is applied to both faces 
andbacks ofall the Greater Arcana cards. The backsoftwenty- 
two indiferent cards are also roughed, as are the faces of 
twenty-two more. 

‘The deck is now assembled in three-card sets consisting 
of an indifferent card with a roughed face on top; a card of 
the Greater Arcana in the center, face up, and a card witi a 


TAROT 
roughed back at the face of the packer. A set of three. cards together cat be 
handled as one card, 

‘The packets are assembled in the mumerical order of the Greater Arcana, 
with the No. 1 card nearest the face. When yoo have faished constructing the. 
deck, you will have a dozen cards left over; six ofthese are placed on the bottom. 
of ihe deck, six on top. 

In performance: 

“Having learned the spectators selection, you remove the Tarot deck from 
its case, Unlike a regular Brainwave deck, î can be handled with compara- 
tive freedom. 

‘You hold the deck face up. As you begin to spread the cards the decks edge 
fon to the audience; ere you are only pushing off single eards (the first sit), 
so you establish the singleness of the cards. 

‘So thatthe spectators will be able to see the faces o£ the cards, you bring. 
both hands up to one side and continue spreading, now, of course, you are 
‘pushing three-card packers, 

As you do so you count them, and when you arrive at the proper packet 
you spread the three cards to show the reversed card, back outward. 

it only remains to move your hands around in front of your body so the 
scs of dis rest uf ше cards and Te face of the reversed cand wl be seen, 
and then remove that card, 

The spectator reveals his selection, and tius the effect concludes. 

NOTES 
‘Tarot cards. are too detailed tobe easily identified from audience distance. In 
thiseffecs, however, as with PyraTarot (page 778), while the spectators cannot 
discern the acima identity they can easily see that the two cards are identical 

A jambo Tarot deck is currently available from U.S. Games Systems; this 
has the standard back design of diagonal blue nd Black lines It is not too 
difficult to develop a marking system using addtional diagonal lines—very 
obvious to you but invisible to the spectator A further discussion of marking 
will be found on page 800. 

For close-quarter work, it in generally a bad idea to use a borderless deck 
for any sort of reversed-card offect—and the U.S. Games Systems Taco: decks 
are borderless. This routine, however, is specifically intended for stage use, 
and while the reversed carde within the three card packets may be visible to 
you, thay will not be noticed from moze than a few feet away. 

CREDITS 
As noted, Peter Warlock istha inventor ofthe particular system of rough-and- 
smooth cards here discussed " The idea of using a Heainwavetype deck in 
conjunction with a marked deck is generally credited to De Stanley Jaks? 


"Sees Parra Fok Parcs pags 17;ot Pentagram, Val. 11, No 10; July 1957; page 74 
"sae Outs Proms by 5.6, Thorp 
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SPIRITRUMP 


EFFECT 


ae spre out a Tarot deck and have a spectator sido out a cand 


“Without looking at it, you place it into a pay envelope which 
the spectator seals, 

You pick up a pen and, turning over the envelope, attempt 
to uot the identity of the eard through avtomatic writing. 

‘You appear tobe in considerable dilicalty, nothing happens 
for several minutes. 

“Then, obviously under a strain, you remark that you're begir- 
ning to get something, 

a that instant Cuero is a blinding flash; at the same time 
your hand sceawls rapidly. With perhaps à bit of trouble you 
aro able to make out your frenzied scrawl as devil. 

When thc envelope is opened, the Devil card is indeed found 
Inside, [Ls burnt and searched around the edges. 

METHOD 
<The scorched Devil cară is in а рау envelope, over which a 
fapless anvelope has been placed; a Tew more envelopes are 
pul underneath ће loaded one. 

Tn performance, the card selected by the spectatoris placed 
in the top (lapless} envelope, and you then execate the Паріс» 
envelope switch" 

Now all you need is a bit of acting -and the FISM Flash 
device descloped by John Coznoting; alternatively yox can Uso 
Jay Scott Berry's ThumbFlash device. 








SiS Peach Martat Erst, page 13: oc page Sio 
volume. 


TAROT. 


NOTE 


san alternative to writing the DEVIL name on the card, you might mumble 
that you're not getting letiers, but numbers—and then scraw1 the mumbar 


IDA 


You show this to the spectatorand ask if the number means anything thet, 
J doesn't, but later on someone will notice that upside-down the memory 


T T BREL 


CREDITS 
This was inspired by Bob Somerfela's ‘hats The Spi which will be found in 
his exoollent MaNDREADER'S Dict! 
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SPOOKS 


HAUNTKERCHIEF 
— is a version of What is popularly 
"now as the Haunted Deck; that version, which doesn't 
depend on reads, iz sill my favorite. 
Tor those of you who do ase the thread method, a simple 
thought 
Have the other end ofthe thread attached tothe cloth in 
wen che decx ıa wrapped. When you uva die deck, Yeu 
destcrample o ha cioth and put itn your pocket (a reat uva 
Set pockets probably best fr this) dhs you now havea dread 
Tookup to your body which Is under your complete contro 
PULLBOX 
Another thought on the seme problem. 
Here instead of taking the deck out ofa cloth, you remove 
it froin wooden bor 
In addition tothe deok, the box has in it a musicbox mecha 
nism, with rhe metal ary’ removed and the thread attached, 
jtgoes out hcough a small le, aroun and back into the deck 
(This gives the steadiest pull, but 
You can just enta small groove in 
the scar of the Id so the throad 
= will pass freely when the Tid is 
closed.) Tou adjust the mecha 
nism so that, once you have 
Pushed aside a retaining wiro as 
You remove the deck, the rotat- 
ing drum ol the mechanism will 
take up tha thread when the box 
is closed ond mop when it is 
pened, raher than the reverse, 





TECHNICAL 
CONCERNS 





794 


STACKS 


— — (page 200) T gave cyclic stacks, based on adding five, 


for both the twenty-two cards of the Greater Arcana and the 
fourteen cards of each mit. Consult that article for relevant 
information. 

1 also noted in Quiniasense (page 279) that! generally use a 
twenty five-card group, consisting of the twenty-two cards of 
the Greaicr Arcana, 0 which are added tho King of Wards, 
Queen of Cups and Ace of Swords. (This is an idea of John 
Snider's). 1 then divided the cards into groupe with similar 
iconography, thus: 


No 1: Sun, Moon, Star, Wheel of Fortune, Ace 
of Swords. 

No. 2: Lovers, World, Temperance, Chariot, 
Judgement, 

No. 3: High Priestess, Justice, Queen of Cups, 
Strength, Empress. 

No.4: Hicrophant, Hermit, King of Wands, 
Magician, Emperor. 

Na. 5: Devil, Tower, Pool, Hanged Mam, Death 








In Alphaveah (page 451) | outlined two methods of forcing a 
particular ageortment of cards in a twenty-five-card packet of 
Alphabet cards, The techniques may also be applied to the Tarot 
as follows: 
Procedure A 

“The twenty-fivæ-card Tarot pack is arranged with all the cards 
in each group together; the groups themselves may be in any 
order. You divide the deck into two portions (of thirteen and 
twelve cards) and do a straddle faro—so that the top card re- 
‘mains on top and the thlrtcenth card bes Use bottom card. 


TAROT 

This is repeated thrice—four times in all—and then the cards are dealt out 
{into a flveby-five square. The spectator may choose the five cards of any 
horizontal vertical or diagonal row, and will get only one card from each group. 
Since the cards in each group shams characteristics, a prediction ofthe reading 
can be dene, 

(Note: tis probably advisable to do the frst three straddle faros bofore the 
performance; you can take your time with them, leaving only the fourth faro 
tobe done in performance.) 

Procedure B 
The card are arranged in cyclic order, one from each group in tura— 
14234-54-%3-454-34-5-а. 

Again the cards are given straddle faros; you continue this procedure until 
the spectator asks you to stop. When he does so, you place the deck in front 
Phim, have him eut it anywhere and take the next five cards, 

As before, tna five wil consist of one each from the five groups. 

+ 
Using the twenty-five cars as indicated above, this left me with fiflyrthree 
cards remaining in the deck. BY arbitrarily deciding that the Pages could 
substitute for the missing cards of the relevant suits the Page of Ponacles 
subbing for the Jokes, if nocessary—1 could then stack this deck In any 
conventional manner. As you no doubt know, Wands = Clubs, Hearts 
Pentacles = Diamonds, and Swords = Spades, 

‘Such a deck may thie be stacked in Stebbins, Nikola, Bight Kings—iwhat- 
evor you like. 

You will aiso note that it can therefore be used In conjunction with any of 
the many versions ofthe ‘diary’ effect currently marketed or in print. Ifyou 
use it for such a routine, you might consider using one of the astrological Daily 
Guides rather than a conventional diary. 

Note alsa that you can then use standard billet indexes in conjunction with 
the Tarot, the Tarot card billets going into their playing carû equivalent 
Tocations, 














+ 


Many of you have doubtless used Stephan Minch’s adaptation of a Martin 
Gardner principle first marketed by Genc Gordon as Hal Newton's The Voice 
From Another World, Minch's Towering Prediction publishad in his Book OF 
“Kort? and in revised form in The New Invocation, used a layout of Tarot 
cards upon which a talisman was moved. 


"page 31. 
"No.3; Fab, 1980; nage 25. 


795 


796 


MIND, MYTE & MAGICK 

With such affects, the spectator is generally limited in where he or she may 
‘place the token to begin the routine; what follows isan automatic way to insure 
proper placement. 

‘The cards of the Greater Arcana can be divided, obviously, into two 
groups: those which spell with an sver number of letters, and those with 
anada number of letters. They don’tdivide quite equally, so Thave devised 
the following groupings: 

TF cards are spelled with the THE included: 
EVEN: 2-3-4-7-8-10-12-14-15-16 
ODD: 1—5—6-9—11—13-17-18-20-22 
ITHESUN (19) and THE WORLD [21) ac eliminated. 
1E che cards are spelled without the THE 
EVEN: 15—6—8-9—10—14-17-18-22 
ODD: 2—3—4—7—1 —12-13-15—18—18 
JUDGEMENT (20) and THE WORLD (21) are eliminated. 

Itis probably for the best to have the querent spell the complete name 
of the card, including the he when present; I offer the alternative groupings 
for those who for some reason prefer not to do this, Two cards must bs 
removed from the groupings as indicated to maintain an equal number, 
the ones I suggest will do, but any other cards that maintain the odd-even 
parity will do as well 

F rhe odë cards are trimmed slightly short and alternated with the even 
cates, the spectator can cut any number of times and then deal out a threz- 
Dy-three face-up layout on which he places his talisman or token anywhere, 

“because your first instruction is for him to look at the card his token rests 
оп, апа to spel he name ofthat card, making one move for each letter. 

Ihe starts on a card with an odd number of letters it will move him to a 
‘card with an even number of letters; ihe starts on a card with an eveni number 
of letters he will sil end up on an eversetter card 

Thus without ever seeing the layout, you have controlled the spectator t0 
one ofthe four positions necessary to begin the gamo proper: If, in addition to 
th odd-cvon alternation, you have memorized the stack (or putit down ona 
‘cues, afterall, you wi have your back turned), you can have the spectator 
deal out the cards face down, and only turn tem face up after you have set 
the rest ofthe deck aside (noting the bottom card, of course) and turned away. 

You will appreciate that if you have a three-way prediction envelope, 
covering (for example) the cards at Positions One, Nine and Seventeen in your 
stack, then no matter where the spectator cuts, one ofthese cards will have 
tobe present in the layout, and you can easily eliminate down to this card 
‘without ever seeing it, by the way you call che moves. 





TAROT 
‘or further information on this kind of routine (in addition ta the Minch 
relerences given above) you might take a Tok at John Snider's SECRETUM 
TaxoTus OF ARKANN manuscript. 
CREDITS 
‘The use ofa spelling procedure to position the taken correctly at the beginning: 
is something T came up with independently; however, I had been anticipated 
ву Bab Neale in his Tuv Guns effect which appeared in Pallbearers Кетте). 
‘This proves, I suppose, that great minds think alike. 
and so do Neale's and mine. 
+ 
‘The division into two groups noted above can, of course, also be used in any 
Xind of divided-deck location, a card chosen from ene group boing replaced 
in the other 
If the cards are stacked in alternating fashion, you can have two cards 
selected and retuened as in Stableau (page 782) after the spectators cut the 
deck several times, you deal it into two piles and of course the selections 
will be the outsider cards in each group. 


EVol.8, No.6; Sune 1973, page 684 ito, later tm hie 
page 15. 
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ONE-WAY DECKS 


APA ose Tarot decks have obvious one-way faces-ie, faces with a 


specific rigntside-up or upside-down orientation; sore also 
have similarly blatant designs on the backs (eg, the Crowley 
 Deck's Rote Cross). 

Clearly, a subtiety must be added to disguise ће ше ог Ше 
one-way principle. What follows is a fairly simple one- 

With all tha carde facing ome way, separata ети the forty 
numbered suit cards and reverse these only, 

The deck is then reassembled and shuffid ata casual glance 
‘tseems to have no particular orientation—but acard reversed 
from its proper direction will be easily sported. 

Given the basic concept, you will appreciate that the to 
groupings can be any you desire and can remember, the only 
‘caveat being that they should be approximately equal, Ail ofthe 
cards of three sults might comprise one group; the remaining 
sult and the Greater Arcana the other: 

A considerably more sublle and underhanded notion is to 
reverse a totally random half of the deck, and then mark the 
‘whale deck at one end on he face. To the case of Tarot cards 1 
really dort think this is necessary, but mendon it for complete- 
mss sake L originally used it with those Bridge decks with 
obvious pitorlal backs Since the backs were obviously mixed 
în orientation, spectators (and a number of magicians) elimi 
rated the one way principle as a possibility and were le with 
no solution for tha affect în hand. 

Fat the outset ofthe routine the two groups of cards aro kapt 
separate, we can apply a concept used by De: Jaks (with 2 
pictorial deck in his Legacy From Tibe 


тке гт, Но. SD page 613. 


TAROT. 

‘You proffer che deck tothe spectator so that when he or she removes a cata, 
‘twill be mnside-down from Ue spectatcea point of view — dh spectator ui 
fom it around în order to read ts identity, making i unnecessary for you to 
reverse the deck. 
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MARKED DECKS 


ame Tarot dacs are not the easiest to mark—in part because there are 


halfagain as many cards as in a reyular deck. Also, few such 
decks lend themselves to marking systems; the backs used by 
USS. Games Systems for the popular Rider-Walte deck (some- 
times called a Steamboat back from a particular deck which 
used this back pattern) does not lend itself to extensive 
rmarkinge—and some others are even worse. 

the decks divided into the fifty-three-and twenty-five cand 
groups indicated above, the problem is somewhat simplified, 
‘put stil far from easy. 

With the steamboat back, the most indetectable markings are 
омга lines added to the cross-hatch pattern. Carefully placed, 
these can be mad from some distance. 

Similarly, slight printing imperfections’ can be added to 
existing lines; this must be ely done ta wark effectively. 

1€ you ate familiar with Ted Lesley's Working Porformer's 
Marked Deck you will understand how its principle can be 
adapted to Tarot, This is an excellent solution to the problem; 
its only drawback is finding the proper and practical marking 
materials required. 

Ifyou are familiar withthe Nikola or any other memorized 
‘sack, you can apply an interesting notion of Bd Matio's—which 
isto mark the cards notby suit and value but by their numerical 
position inthe stack!" The cards then simply translated’ Inte 
its Tarot equivalent as indicated above. 





Pallbearers Review, Vo 3, No.3; 1a 1968, page 152, 
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AFTERWORD 


AND YOU THoUGIET you were going to get ont of hece withouta few final words 
from me...by now you should know better 

1n this complete work there are about two hundred efforts; on a theoretical 
basis, given that one might do hal€adozen effects In any given show, you have 
enough here for more than thirty different shows. On à practical level it might 
Work out to less than that, but tho point d like to make is still valid. 

And what ix ihe райм? 

In the introductory comments to MYSTYX T noted that 1 take a Band line. 
on doing original (orat least unknown) material, and that T wont do anything 
have heard that another working professional performer is doing. Let me 
tske that a bit further, to paint out how seriously 1 feel about this. 

More than once I have spent a few months (or more) working on a 
routine, only to se# another mentalist doing a version oft, much as it pains 
me, I drop i right thare. Conversely, iF1 am doing an original and unpub- 

ied routine of my own, 1 will go to considerable lengths to prevent a 
copyist from using it 

Some magicians I have talked to about this problem think Iam being si 
they point out that within magic there are a fair number of standard tricks’ 

Indeed there areand 1 think that is perhaps the primary reason (aside 
from incompetent performance) that magic is by and large without any 
respect in the rest of show business. Think about it for a moment: with 
‘the exception of intentionally nostalgic performers like Harry Connick, Jr, 
what contemporary singer made his or her career with standard songs’? 
What dancer’s career is hased on ‘standard dances'? What comedian does 
a routine of ‘standard jokes: 

Certainly, there are some that do—and they stay at the very bottom level 
of their respective arts, down there with most of magic and nearly as much 
mentalism. 

“They arent stars, however, and thay sura as hell aren't artists—and they 
nover will he. 
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(1 cannot resist at this point mentioning a review of a magic show in a 
major metropolitan daily that congratulated the performer on his 
^... wonaerfu recretion ofa hokey o-ime magic shown’ The reviewer didt 
have the slightest notion that the performer was dead serious and thought 
he Was being contemporary.) 

1am teldoften by people who should know better~that one can't be 
original because there are only a few different effects in mentallsm: tolepathy, 
airveyance, recognition and peychokinesis. 

‘Well—there are only afew different plots for stories, but that hasm stopped 
us from enjoying various versions of them for the past few thousand years. A 
plot can be presented in many different ways, and so can à specific story 
thus Shakespeare's The Tempest becomes the SF film FosSIDDEN PLANET. 

‘To relate this expressly to mentalism—on a technical level, KayKnow, 
Chairvoyance, Pastel, Pholder and Dacidaal in this book are all predictions 
but to an audience thoy will play as very different effects because of tho way 
in which the promise of prediction is approached in each case. 

Wê listen to Michael Bolton or Suzanne Vega (or Diamanda Galasi) to he: 
an original and unique musical ayle; wo watch Paula Abdul beoanse we've 
never seen anyone move like that before; we laugh at Steven Wright's com- 
pletely orginal approach to umes 

‘Wo watch someone up on stage calling off cards a spectator is holding—or 
describing stuff while blindfolded—and-whg, really, should we care? We've 
seen it before, And if we haven't why should we want to see it now? (And, 
yes, there are some very talented performers who uso those tems- bot that 
isn't the point) 

The answer Toften get to this is that in mentalism the originality lies in the 
presentation, inthe performer's skis as am entertainer certainly hope зо; 
bar why stop there? Why not extend that originality to what is performed? 

Compared to the avorage singer/songwriter we've got it easy; there are 
hondseds of effects in the literature that no ono in our rather uncommon 
profession is performing more material than all working professional 
mentalists could usa up in along time. There is, therefore, no reason whatever 
to do something you've seen someons else do and every reason nat to 

By being original and intorosting—and, 1 trust, entertaining—you are 
perceived as an ardet, end what yon do seam ar; i ve a do that, we can HR 
mentalism ott of the gutter of preconceptions that most viewers bring to it, 
anā make the idea of mentalism as entertainment an intriguing one rather 
than a сато 

Im this collection I have tried to provide you with usable performance 
material; certainly I hope you like what you've read here, but do remember 
thatit is just that—material—and is no mors ashow ar act than abolt of cloth 
material isa costume, You have to pick she colors—you have to do the fiting 
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andoatting and sewing—you have (o try tonart keep making the alterations 
until it isa perfect i. 

‘Thon—unless you're a mindless robot, content to do the same thing for- 
‘ever—ater wearing it for a time you have to finally hang itup and begin the 
‘process all over again 

Irs not easy—and it isn't supposed to be, 

Mentalism is primarily a theatre art, an acting art; and to a great degree the 
way you affect your audienos is determined by the role you choose to play 
on stage. You are the special part of mentalism ~and therefore it follows that 
the effects you choose, and adapt, and develop, must be consistent with that 
‘onstage you and help to express that character. The bestdesigned mental 
‘effects are simple; they do not have the complexity of zn acting role such as 
Hamlet, and therefore if we are to develop believable characters onstage it 
‘musthe through the combination of our selection of material with the personal 
sensibility we bring to it. 

If we do that, each performance of mentalism—and each mentalist—will 
be a unique experience. 
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